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Graphic artists have long 
supported the Macintosh ashe 
preferred system for illpSefation, 
image processing, d a and 
layout. And not wj 0. Mie reg 
But on May 22, 
began shipping Windows 3.0 ane 

Now users of IBM and cofr A 


4c market and growing at a faster rate. This 
growth attracts more hardware manufacturers who 
create less expensive hardware and inspires software 
developers to create increasingly sophisticated 
applications. That’s where we come in. 


» Arts & Letters is one of the many new 
vy Windows 3.0 applications that, when 
combined with low-cost color scanners, 
film recorders and color printers, is 
revolutionizing the graphic arts. 

The Arts & Letters Graphics Editor includes 
sophisticated drawing and editing tools, 5,000 clip- 
art images, 50 outline typefaces and full support for 
hardware typefaces. Extensive import and export 


capabilities provide easy access to illustrations and 
clip art in PostScript or EPS format. 


Flags from the Arts & Letters International 
Maps and Flags library. Kanji characters from 
the Japanese version of Arts & Letters. 


shape transformation (a circle to a square), 


er important features include automatic 


autotrace and fit text to a path. Type can be 
converted to freeform objects that can be 
reshaped into logos. For special effects, type 
may be used to cut holes in objects or as a 
clipping mask (cookie cutter). 


The Arts & Letters Graphics 
Editor was the first PC-based 
illustration product to support 
banner-size PostScript, enabling 
users to create and print images up to six 
feet long on Linotronic laser imagesetters. 
Featured in Linotype’s booth at DRUPA, 
Arts & Letters was first to support 24-bit 
color images of up to 16.8 million colors. 
On the horizon, the Canon CLC-500, the 
world’s first complete color reproduction 
system . . . but more about that later. 


This advertisement was created and automatically 
separated using Arts & Letters, which retails for 
$695. The Japanese kite was drawn using the 
Arts & Letters Graphics Editor. The entire 
spread was processed by Pacesetters 
on a Linotronic 530 and output 

as a single piece of film. 


Circle 227 on Reader Service Card 


Although the Japanese kite can be as 
simple as a rectangle, it is often figure- 
| shaped, representing animals, heroes, 

| deities, or familiar objects and bearing 
calligraphic inscriptions. The kite on this page is 
an example of a figure-shaped kite. 

Historically, Japanese kites have had religious 
and ceremonial connotations, but the Japanese also 
enjoy kites as recreation. One example of the 
recreational kite is the “fighting kite’’ whose string 
has been coated with a mixture of ground glass and 
glue so that it can cut an opponent’s kite string. 
Wan-wan kites are another. The labor of an entire 
district, these kites were as large as sixty feet wide 
and might require 150 men to launch and fly, Often 
Wan-wan kites were so large that they could not be 
landed and were released to fly free until the 
wind dropped them, many miles away. 


Seven-color T-shirt 
Using the spot-color separation feature in Arts & 
Letters, we printed this traditional Japanese image 
in seven colors on 100% heavyweight cotton T-shirts. 

We've also produced a videotape showing the 
creation of the artwork and the screen printing of 
the T-shirts. A second video shows the production 
of a five-foot, 4-color poster on a 60-inch press. 

To receive a seven-color T-shirt, a five-foot 
poster (Hot Stuff) and the videotape presentations, 
send $9.95. To order only the T-shirt, send $6.95 
(includes shipping and handling). Please specify 
your size (medium, large, extra-large). 


ARTS & LETTERS. 


Computer Support Corporation 
15926 Midway Road, Dallas, Texas 75244 


a tel: 214/661-8960 — Fax: 214/661-5429 


Macintosh is a registered trademark of Apple Computer, Inc, [BM is a registered trademark of International 
Business Machines Corporation. Arts & Letters is a registered trademark of Computer Support Corporation. 
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Custom transfers are a great improvement on the messy old 
freehand way of making comps. 

And the Identicolor system we use for making them is 
an improvement on the improvement. Our transfers do just 


about everything better. 

But of course you wouldn't accept 
our claims without proofs. 

Try rubbing our samples. You'll 
notice they separate from the backing 
more cleanly. Even a long headline, 
even thin rules, go down without 
wrinkling or cracking. 

And once they’re down, they’re 
down to stay. Other types can i 
unpredictable. Some days they stick 
fine, other days you can prac- 

tically blow them off. 

Our transfers are also 
residue free. That 

means no sticky stuff is 

left after burnishing. Some 

brands charge extra to leave off 

the residue, but the Identicolor 

people couldn't imagine any graphics 

Seed wanting all that guck on their 

comp, so they made it standard. 

Recently, Identicolor thought of another way to 

add luster to our product line: foils that perfectly 

simulate hot stamping. They come in nine shiny 

metallic colors and they can be combined with as 

many other colors as you want —all registered on a 

single transfer. 

Before Identicolor you had to say to your client, 

“Believe me, This will be a bright, shiny gold.” Now 

you can show them. 

They told us to expect a constant flow of new ideas when 
we took on the Identicolor process, it seems the tap is never shut. 
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MONTREAL, Canada 
Centre Typographique 
514-861-7231 

MUNICH, WestGermany 
Studio fur Typographie 


714-541-3341 


DHAHRAN, Saudi Arabia 
The Graphics Center 
966-864-1844 
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SCARSDALE, New York 
EPI Graphics 
914-472-0000 


SEATTLE, Washington 

Type Gallery, Inc. 

206-285-6333 

SINGAPORE, Republic of Singapore 


Team Typesetting 
65336-1833/4 


SPRINGFIELD); Missouri 
Lithostat 
417-866-2502 


ST. JOSEPH, Michigan 
Type House, Inc. 
616-983-7704 


_ ST.LOUIS, Missouri 
- The Composing Room, Inc. 


314-773-2400 


STOCKHOLM, Sweden 

Identicolor, Enholm & Bjorklund AB 
49-89 55-81-61 

STUTTGART, West Germany 
Prasentations Service 

49-71] 636-8091 

SYDNEY, Australia 

Hartland & Hyde Pty Ltd. 

61-2 964-3777 

TAMPA, Florida 


Conway Typographers 
813-251-0502 


~ TOLEDO, Ohio 
. MetzgerType House, Inc. 


419-241-7195 


TORONTO, Canada 
Cooper & Beatty, Ltd. 
416-593-7272 


VOLKLINGEN (Saarland), West Germany 
Joachim Wetzstein Gmbh 
49-68 98-88-81 


WASHINGTON, D.C, 


Phil’s Photo, Inc. 
202-293-2214 


WICHITA, Kansas 
The Typesetter, Inc, 
316-267-5001 


WIESBADEN, West Germany 
TypoBach 

49-612152-40-94 

ZURICH, Switzerland 


Identico Prasentations-Service AG 
41-],461-6500 


83 * 914/472-6640 


PP9999544., 


ef? 2 


IP7929997 


? 


? 


PEFEESETEGET RLS sergeriiis i 


Adobe Systems Inc. 


H. Berthold AG 


1585 Charleston Road 

PO. Box 7900 

Mountain View, CA 94039-7900 
(415) 961-4400 

Interactive Software Tools for 
Graphic Arts 


AGFA Corporation 
Agfa Compugraphic Division 


90 Industrial Way 

Wilmington, MA01887 

(508) 658-5600 

EditWriters, CompuWriters, Text 
Editing Systems, MDS"™ 8200, 
8400, 8600, Accessories 

and Supplies 


Alphatype Corporation = 


220 Campus Drive 

Suite 103 

Arlington Heights, IL 60004 

(312) 259-6800 

Workstation Ill and 
AlphaComposer Phototypesetting 
System, CRS Digital 
Phototypesetter 


Ampex Corporation 
401 Broadway 
Redwood City, CA 94063-3199 
(415) 367-3440 

AVA-3 (Video Graphic 

Art Generator) 


Anagraph, Inc. 


3580 Cadillac Avenue 
Costa Mesa, CA 92626 
(714) 540-2400 
Graphic Express System 
for Signage 


Apple Computer, Inc. 


20525 Mariani Avenue 
Cupertino, CA 95014 
(408) 996-1010 
Manufacturer of 
Macintosh Equipment 


Applied Arabic Limited 


South Bank TechnoPark 

90 London Road 

England 

01922-8803 

Distributors of Arabic Typefaces 
and Suppliers of Digital 
Information for Arabic Typefaces 


Architext Inc. 


121 Interpark Boulevard 
Suite 1101 

San Antonio, TX 78216 
(512) 490-2240 

Custom Digitization Services 
and Digital Fonts for Xerox, 
IBM, Hewlett-Packard and 
PostScript Printers 


Artype, Inc. _ 


3530 Work Drive 
Fort Myers, FL 33901 
(813) 332-1174 

Toll Free: 800-237-4474 


Teltowkanalstrasse 1-4 

D-1000 Berlin 46 

West Germany 

(030) 7795-4 

Front-Ends, Optomechanical 
Photo Units, Digital Photo Units/ 
Digital Recorders, Laser 
Recorders, Headline Typesetters, 
Scanners 


Berthold Corporation 


6035 Bristol Parkway 

Culver City, CA 90230 

(213) 670-9606 

Front-Ends, Optomechanical 
Photo Units, Digital Photo Units/ 
Digital Recorders, Laser 
Recorders, Headline Typesetters, 
Scanners 


Berthold Inc. 

60 McPherson Street 
Markham, Ontario L3R 3V6 
Canada 

(416) 475-8570 

Front-Ends, Optomechanical 
Photo Units, Digital Photo Units/ 
Digital Recorders, Laser 
Recorders, Headline Typesetters, 
Scanners 


Bitstream Inc. 


Athenaeum House 
215 First Street 
Cambridge, MA02142 
(617) 497-6222 
Fontware and Digital Type 


London W1A 1AA 
England 

01-580-4468 

Video Fonts for the BBC 


C2 Computer Specialists 


RD1 

Box 1285 

Bangor, PA 18013 
(215) 588-0047 
Fonts Galore System 


Camex, Inc. 


75 Kneeland Street 

Boston, MA02111 

(617) 426-3577 
SuperSetter Digital Imaging 
Systems for Text 


Casady & Greene Inc. 


26080 Carmel Rancho Boulevard 
Suite 202 

Carmel, CA92923 

(408) 646-4660 

Manufacturer of Bitmap 

and PostScript Typefaces 

for Macintosh 


C. Centennial, Inc. 


2 Centennial Drive 
Centennial Park 
Peabody, MA01960 


Deepcut, Camberley, Surrey 
GU16 6SD England 

(0252) 836221 

Video Character Generators 


Autologic, Inc. 


1050 Rancho Conejo Boulevard 
Newbury Park, CA 91320 

(805) 498-9611 
Phototypesetting and Laser 
Imaging System 


Autologic SA 


1030 Bussigny Pres Lausanne 
Switzerland 

021/89.29.71 

Bobst Graphic Products and 
Phototypesetting Systems 


Avo's Type and Lettering, Inc. 


17562 Eddy Drive 
Santa Ana, CA92705 
(714) 669-1327 

2” Film Fonts 


Dry Transfer Letters, (508) 532-5908 

Cut Out Letters Manufacturer of Custom and 
Standard Font Products for Laser 

ASIBA GmbH = Printers and Dot Matrix Printers 

Ostengasse 7 

8400 Regensburg Cello-TakMfg.,Inc. 

West Germany 35 Alabama Avenue 

(0941) 52240 Island Park, NY 11558 

Letterplot 33 (Software (516) 431-7733 

for Signage) Dry Transfer Letters 

Aston Electronic Designs Ltd. Century Software 

125/127 Deepcut Bridge Road 2483 Hearst 


Berkeley, CA 94709 
(415) 549-1901 
Laser Fonts 


Chartpak 


One River Road 
Leeds, MA01053 
(413) 584-5446 
Dry Transfer Letters 


Color Image Products Company 


1116 Manheim Pike 
Lancaster, PA 17601 
(717) 393-2591 
Manufacturer of 
Dry Transfer Letters 


Computer Associates 
International, Inc. 


Great Valley Corporate Center 
40 Valley Stream Parkway 
Malvern, PA19355 

(215) 251-9890 

Develop, Market, and Distribute 
Graphic Software for Apple 
Macintosh Computer 


Computer Gesellschaft Fundicion Tipografica 
Konstanz MBH Neufville, S.A. 
Max-Stromeyer-Strasse 116 Puigmarti, 22 
D-7750 Konstanz Barcelona-12 
West Germany Spain 
(07531) 87-4433 2195000 
Laserset-Laser Typesetter Poster Types 
OCR-Equipment 

GDT Softworks Inc. 
Computer Output Printing, Inc. Suite 188 
4828 Loop Central Drive 4664 Lougheed Highway 
Houston, TX 77081 Burnaby 
(713) 666-0911 British Columbia V5C 6B7 
High End Electronic Printing Canada 


Systems and Digital Fonts 


Conographic Corporation 


16802 Aston 

Suite 101 

Irvine, CA92714 

(714) 474-1188 

ConoFont/" ConoFont™ Maker, 
ConoType" ConoDesk™ 6000 


Crosfield Lightspeed Inc. 


47 Farnsworth Street 
Boston, MA02210 

(617) 338-2173 

Color Page Layout Systems 


Digital Composition Systems, Inc. 


1715 West Northern 

Suite 201 

Phoenix, AZ 85021 

(602) 870-7666 

Database Publishing Software for 
Microcomputer Users 


Digital Type Systems Ltd. 


38 Profile Circle 

Nashua, NH 03063 

(603) 880-7541 

Digital Typefaces in Outline or 
Bitmap Form for any Digital 
Output Device 


Digital Visions, Inc. 


454 West 46 Street 
New York, NY 10036 
(212) 581-7760 
Interactive Computer 
Graphics Software 


Dubner Computer Systems, Inc. 


6 Forest Avenue 
Paramus, NJ 07652 
(201) 845-8900 
Broadcast TV Equipment 


Electra Font Technologies 


1601 Trapelo Road 
Waltham, MA02154 

(617) 890-1288 
Distribution of High Quality 
Image Printers/Fonts 
(Standard/PostScript) 


ETP Systems, Inc. 


10150 SW Nimbus Avenue 

Suite E-2 

Portland, OR 97223 

(503) 639-4024 

Manufacturers of Laser 
Publishing Systems Incorporating 
Typesetting and Fonts into Unix 
Based Computer Systems 


(604) 291-9121 

Developer of Macintosh Printer 
Driver, Employs Outline Font 
Technology for HP Deskjet, HP 
Laserjet Series, and HP Laser 
Compatible Printers 


General Parametrics | Corp. 
1250 Ninth Street 


Berkeley, CA 94710 
(415) 524-3950 


Genigraphics Corporation 


4806 West Taft Road 
Liverpool, NY 13088 
(315) 451-6600 
Computer Generated 
Graphic Production 


Geographics, Inc. 


PO. Box R-1 
Blaine, WA 98230 
(206) 332-6711 
Dry Transfer Letters 


Gepeto Electronica Ltda 


Praia de Botafog 440-16 andar 
Rio de Janeiro CEP 22250 
Brazil 

(021) 286-8284 

Telex 021-33499 

Digital Phototypesetters, 
Photocomposition Systems 


Graphic Products Corporation 


1480 South Wolf Road 
Wheeling, IL 60090 

(312) 537-9300 

Format Cut-Out Acetate Letters 
and Graphic Art Aids 


GST Software Products Limited 


Meadow Lane, St. Ives 
Huntington, Cambridgeshire 
PE17 4LG 

England 

44-480-496789 


Hampstead Computer Graphics 


378 Emerson Avenue 
Hampstead, NH 03841 
(603) 329-5076 

Software for Typesetting on 
Personal Computers 


Harris Corporation 
Harris Composition Systems Div. 


RO. Box 2080 

Melbourne, FL 32901 

(305) 259-2900 

Fototronic 4000, TXT, 1200, 600, 
CRT 7400, 7450 


Dr.-Ing Rudolf Hell GmbH 


2952 Peachgate Court 
Glenview, IL 60025 
(312) 998-0871 

Film Fonts 


The Font Company 


12629 North Tatum Boulevard 
Suite 210 

Phoenix, AZ 85032 

(602) 998-9711 

PostScript Publisher of URW 
Library for Macintosh and PC 


The Font Factory 


2400 Central Parkway 

SuiteA 

Houston, TX 77092 

(713) 682-8973 

Desktop Publishing Typefaces 
for Ventura Publisher and 
Window/Pagemaker 


FONTS 


Hardy-Williams (Design) Ltd. 
300A High Street 

Sutton, Surrey 

SM1 PQ England 
01-636-0474 

Font Manufacturer 


D-2300 Kiel 14 
Grenzstrasse 1-5 

West Germany 

(0431) 2001-1 

Digiset Phototypesetting 
Equipment and Systems, 
Digiset-Fonts 


High Technology Solutions 


PO. Box 3426 
Poughkeepsie, NY 12603 
(914) 473-5700 

MPS Front End System and 
Fastsetter Typesetter 


Image Club Graphics Inc. 


#5 1902 11th Street Southeast 
Calgary, Alberta T2G 2G2 
Canada 

(403) 262-8008 

Manufacturer of PostScript 
Typefaces 


Information International, Inc. 


5933 Slauson Avenue 
Culver City, CA 90230 
(213) 390-8611 
Phototypesetting Systems 


International Business 
Machines Corporation 


Old Orchard Road 
Armonk, NY 10504 


Mephistopheles Systems Design 


Prestype, Inc. 


3629 Lankershim Boulevard 
Hollywood, CA 90068-1217 
(818) 762-8150 


194 Veterans Boulevard 
Carlstadt, NJ 07072 
(201) 933-6011 


Electronic Printing Systems MSD Fonts Dry Transfer Letters 

International Digital Fonts Mesac GmbH Printing Machine Trading Co. 

1431 6th Street Northwest Saarstrasse 29 3-21-4 Minami Oi 

Calgary, Alberta T2M 3E7 6360 Friedberg/H. Shinagawa-ku, Tokyo 

Canada West Germany Japan 

(403) 284-2288 06031/3677 (03) 763-4141 

Digital Fonts for Laser Printers UNI.LET (CAD-CAM System) 

and Typemasters Professional Software 
Microtype Associates Inc. 

izumlya Co., Inc. 8 Faubourg St. Jean 1900 East Fourth Street 

Ebisu Subaru Building 4F 21200 Beaune Suite 215 

20-08, Ebisu 1-chome France Santa Ana, CA 92705 

Shibuya-ku, Tokyo 150 Film Fonts Manufacturer, (714) 558-0145 

Japan Alphabet Designers Software Development, 


011-81-3-440-1531 


Knowledge Engineering 


115 Mason Street 
Greenwich, CT 06830 
(203) 622-8770 
Knowledge Engineering's 
Ultre*Setter System 


LaserGo, Inc. 


SuiteA 

9235 Trade Place 

San Diego, CA 92126 

(619) 530-2400 

PostScript Interpreter Software- 
GoScript;" GoScript Plus™ 


LeBaugh Software Corporation 


10824 Old Mill Road 
Suite 6 

Omaha, NE 68154 

(402) 334-4820 
Manufacturer of LePrint™ 
Software 


Esselte Letraset 
Letraset Limited 


St. George's House 
195/203 Waterloo Road 
London SE1 82) 
England 

(01) 930-8161 

Dry Transfer Letters 


Letraset USA Inc. 


40 Eisenhower Drive 
Paramus, NJ 07652 
(201) 845-6100 

Dry Transfer Letters 


Linographics 


770 N. Main Street 

Orange, CA 92668 

(714) 639-0511 

Display Typesetters, 2” Film Fonts 


Linotype 


Linotype Company 
425 Oser Avenue 
Hauppauge, NY 11788 
(516) 434-2074 


Linotype Limited 

Chelham House 

Bath Road 
Cheltenham-Glos. GL53 7LR 
England 

(0242) 222 333 


Linotype GmbH 

Mergenthaler Allee 55-75 
D-6236 Eschborn bei Frankfurt 
West Germany 

(06196) 982 260 

Typefaces and Fonts of Digital 
Typesetters (CRT and Laser), and 
other Visual Communication 
Equipment (e.g. PostScript 
LaserPrinters). Linotronic Laser 
Imagesetters CRTronic 
Imagesetting Equipment and 
Systems 


Management Graphics, Inc. 


1401 79th Street East 
Minneapolis, MN 55425 
(612) 854-1220 
Manufacturer of 
Slide-Making System 


Mecanorma 


78610 LePerray-en-Yvelines 
Paris, France 

483.90.90 

Dry Transfer Letters 


MegaCon,, Inc. 


Mirus Corporation 


445 South San Antonio Road 
Los Altos, CA94022 

(415) 949-5544 

Mirus FilmPrinter 


The Monotype Corporation Ltd. 


Salfords, Redhill, Surrey 
England 

(737) 65959 

Visual Communications 
Equipment 


NBS Southern, Inc. 


100 North Belcher Road 
Clearwater, FL 33575 

(813) 539-6283 

Electronic Printing Systems 


NEC Information Systems, Inc. 


1414 Massachusetts Avenue 
Boxborough, MA 0719 

(508) 264-8000 

Personal and Small Business 
Computer Systems, Printers 
and Peripherals 


Neo-Visuals, Inc. 


1200 Eglington Avenue E 

Suite 404 

Don Mills, Ontario 

Canada M3C 1H9 

(416) 443-9811 

High End 3D Computer Graphics 
and Animation 


Nippon Information Science Ltd. 


Sumire Building 4F 

5-4-4 Koishikawa 

Bunkyo-ku, Tokyo 112 

Japan 

(03) 945-5955 

Digital Fonts, Latin and 
Non-Latin Alphabets, including 
Kanji Characters 


Officine Simoncini s.p.a. 


Casella Postale 776 
40100 Bologna 
Italy 

(051) 744246 

Hot Metal Composing Matrices 
and Phototypesetting Systems 


Phoenix Technologies Ltd. 


320 Norwood Park South 
Norwood, MA 02062 
(617) 551-4000 
Operating System for 
Laser Printers 


PhotoVision of California, Inc. 


PO. Box 552 

Culver City, CA 90230 

(213) 870-4828 

Toll Free: 800-421-4106 
Spectra Setter 100, Visual 
Display Setter, and 2” Film Fonts 


Polycutters Limited 


25 Bridge Street 
Rothwell, Kettering 
Northants NN14 2JW 
England 

(0536) 712627 


Presentation Technologies, Inc. 


743 North Pastoria Avenue 
Sunnyvale, CA 94086 
(408) 749-1959 
Image-Maker 
Slide-Making System 


Pressure Graphics, Inc. 


3925 Coconut Palm Drive 
Suite 115 

Tampa, FL 33619 

(813) 626-6167 
Non-Impact Page 
Printing Systems 


1725 Armitage Court 
Addison, IL 60101 
(312) 620-6900 

Dry Transfer Letters 


Custom Font Development for 
Laser Printers 


PROSOFT 
Tesler Software Corporation 


7248 Bellaire Avenue 


No. Hollywood, CA 91605 
(818) 764-4555 


“Fontasy” Software 


Purdy and Associates, Inc. 


100 Perimeter Road 

Nashua, NH 03063 

(603) 883-9796 

Device Independent Computer 
Board for Printers 


Purup Electronics 


5 Sonderskowej 
8520 Lystrup 
Denmark 

456-28 2211 

Laser Forms Printers 


QMS/Imagen Corporation 


PO. Box 81250 

Mobile, AL 36689-1250 
(205) 633-4300 

Electronic Printing Systems 


Quantel Group Ltd. 


Kenley House 

Kenley Lane 

Kenley Surrey, 

CR2 5YR 

England 

01-668-4151 

Designers and Manufacturers of 
Digital Television Broadcasting 
Equipment; the Paint Box 


Qume Corporation 


2350 Qume Drive 

San Jose, CA95131 

Toll Free: 800-223-2479 
Manufacture and Distribute 
Electronic Office Printing Systems 


Raster Devices Corporation 


9955 West 69th Street 
Eden Prairie, MN 55344 
(612) 941-8687 
Manufacturer of Printer 
Controllers/Typesetters for 
PC Compatibles/Macintosh 


Ryobi Limited 
Printing Equipment Division 


762 Mesaki-cho 

Fuchu-shi 

Hiroshima-ken 72 

Japan 

Text Display Phototypesetters 


Scangraphic Dr. Boger GmbH 


Rissener Strasse 112-114 
2000 Wedel/Hamburg 

West Germany 

(04103) 6021-25 
Manufacturer of the Scantext 
Phototypesetting System, 
Frontend, Typesetter, Graphic 
Page, Logoscanner, Interfaces 
and Digital Fonts 


Simulation Excel A.S. 


Dag Hammarskjolds vei 15 
Oslo 5, Norway 

47-2-15 66 90 

PAGEscan Digital Typesetter 
PAGEcomp Interactive Ad 
and Page Make-up Terminal 


SoftCraft, Inc. 


227 N. El Camino Real #201 
Encinitas, CA 92024 

(619) 944-0151 

SoftCraft Font Library 


Special Graphic Lettering 
Systems Holland B.V. 


PO. Box 211 

2160 AE Lisse 

The Netherlands 
01718-26114/22871 
Dry Transfer Lettering 


Straightforward 


1500 Halldale Avenue 
Gardena, CA90249 
(213) 324-8827 
Z-Font Software 


Sumitomo Bakelite Co., Ltd. 


2-2, 1-chome, Uchisaiwai-cho 
Chiyoda-ku, Tokyo 100, Japan 
(03) 595-9391 

Printwheels, Daisy Wheels 
and Thimbles 


Sun Microsystems/Folio 


100 View Street 

Suite 106 

Mountain View, CA 94042 

(415) 967-9760 

Technology for Digital Typography 


Synapsis Corporation 


5460 White Oak Avenue 
Suite A336 

Encino, CA 91316-2407 
(818) 906-1596 

Electronic Forms Vendor 
Focusing in All CPU Hardware 
Environments/50 Page 

Per Minute/Below 
Non-Ilmpact Printers 


Talaat/Stellato Associates, Inc. 


45 N.E. Loop 410 
Suite 660 

San Antonio, TX 78216 
(512) 525-1131 
Digital Computer Fonts 


Technographics/Film Fonts 


PO. Box 552 

Culver City, CA 90230 

(213) 870-4828 

Toll Free: 800-421-4106 

Film Fonts, Studio Film Kits, and 
Alphabet Designers 


Tegra, Inc. 


Middlesex Technology Center 
900 Middlesex Turnpike 
Billerica, MA01821 

(508) 663-7435 

Electronic Printing and 
Imaging Systems 


Tektronix, Inc. 


Wilsonville Industrial Park 
26600 S.W. Parkway 
Wilsonville, OR 97077 
(503) 682-3411 

Ink Jet Printers 4692/4695/ 
4696, Laser Printer 4636, 
Thermal Wax Printer 4693 
Models, Phaser Printer Card 
4530 and Quick Draw 
Printer Driver 


TypeMasters, Inc. 


15 Union Hill Road 

West Conshohocken, PA 19428 
(215) 834-7840 

2" Film Fonts 


URW Unternehmensberatung 


Karow Rubow Weber GmbH 
Harksheider Strasse 102 
2000 Hamburg 65 

West Germany 

(040) 60 605-0 
IKARUS-Digital Type Production 
SIGNUS-Type Setting with Foils 


U.S. Lynx 


853 Broadway 

New York, NY 10003 
(212) 673-3210 

Lynx Laser Plain-Paper 
Proofing System 


Varitronic Systems, Inc. 


300 Shelard Tower 

600 South County Road 18 
Minneapolis, MN 55426 
(612) 542-1500 

Merlin Electronic Lettering 
Systems for the Office 


Varityper Inc. 
A Tegra Company 


11 Mt. Pleasant Avenue 
East Hanover, NJ 07936 
(201) 887-8000 
Phototypesetting and 
Photolettering Systems 


VCG Holdings 


Berkshire House 

56 Herschel Street 

Slouth SL1 1PY 

England 

Software Developers for 
Presentation Graphics for 
Macintosh and IBM Systems 


VideoSoft, Inc. 


2101 South Broadway 
Little Rock, AR 72215 
(501) 376-2083 

Supplier and Manufacturer 
of Digital Fonts for 
Electronic Systems 


Visi-Graphics 


Authorized Suppliers 
of ITC Typefaces in 
Digital Form 


Adobe Systems Inc. 

Agfa Compugraphic Division 
Bitstream Inc. 

Digital Type Systems, Ltd. 
Linotype GmbH 

Nippon Information Science Ltd. 
URW Unternehmensberatung 


Authorized Distributors 
of ITC Typefaces 


8119 Central Avenue 
Washington, DC 20027 
(301) 366-1144 

Dry Transfer Letters 


Visual Graphics Corporation 


5701 N.W. 94th Avenue 
Tamarac, FL 33321 

(305) 722-3000 

Manufacturer of Photo Typositor 
and Original Typositor Film Fonts 


Wang Laboratories, Inc. 


One Industrial Avenue 
Lowell, MA01851 

(508) 459-5000 

Office Automation Specialist 


Xenotron, S.A. 


3, Rue Sandoz 

B.P 118 

93130 Noisy-le-Sec 
France 

(1) 48 91 78 33 
Manufacturer of 
Laser Imagesetters 


Xerox Corporation 


Xerox Font Center 

880 Apollo Street 

MS P2-83 

El Segundo, CA90245 

(213) 333-6612 

Fonts for Xerox Printing Systems 


Xerox/Intran Corporation 


Gateway North 

5601 Smetana Drive 
Minnetonka, MN 55343 
(612) 931-9170 

Digital Fonts, Xerox High-End 
Printing Systems 


Zenographics, Inc. 


4 Executive Park Circle 

Irvine, CA 92714 

(714) 851-6352 

Professional Graphics 
Software and Windows-Based 
Printing Solutions 


Zipatone, Inc. 


150 Fencl Lane 
Hillside, IL 60162 
(312) 449-5500 
Dry Transfer Letters 


AGFA-Gevaert N.V. 

Apple Computer Inc. 

Bitstream Inc. 

Cubicomp 

Datalogics Incorporated 

Delphax Systems 

Digital Equipment Corporation 

Digitized Information Systems 
Corporation (Ghent, Belgium) 

Eocom 

General Optronics Corporation 

Kanematsu Electronics Ltd. 

Scitex Corporation Ltd. 
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Bitstream goes out 
on a limb to offer Garamond 


at a special price! 


Light 
Light Italic 
Book 
Book Italic 
Bold 
Bold Italic 
Ultra 
Ultra Italic 
Light Condensed 
Light Condensed Italic 
Book Condensed 
Book Condensed Italic 
Bold Condensed 
Bold Condensed Italic 
Ultra Condensed 
Ultra Condensed Italic 


Presenting a most distinguished family tree. Sixteen styles of ITC Garamond.’ And then 
there's Bitstream's American Garamond, Classical Garamond, Elegant Garamond, Italian 
Garamond, and Original Garamond typeface families. That's the kind of variety and flexibility that 
makes the Bitstream’ Typeface Library for the Macintosh’ so special. 


Get a special price when you reap from the Garamond family tree. 
Call Bitstream today to find out about our special limited-time-only offer. With more styles, 
you can enhance your creativity. See why at Bitstream, quality runs in the family. 


We can't be out on a limb too long, so call Bitstream today at 1-800-237-3335. 


Bitstream is a registered trademark of Bitstream Inc. ITC aramond is a registered trademark of International Typeface Corporation. Macintosh is a trademark of Apple Compute Inc. 
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The most important of 
Bitstream’s faces: 


Matthew Carter 


At Bitstream, we take great pride in the quality of our typeface library for the Macintosh’ The industry has 
acknowledged Bitstream’s superiority time and again. One reason why Bitstream faces are the highest 
quality is that we have a quality face behind them. 


Matthew Carter is Bitstream’s Senior Vice-President of Design. The renowned creator of ITC Galliard? 
Bitstream Charter; Snell, Bell Centennial, and many other faces, Matthew brings the designer’s eye for detail 
in establishing Bitstream’s high standards. He also oversees the creation of new designs to be added 
to Bitstream’s growing library of 1,000 faces. 


Matthew’s career started over 30 years ago, cutting punches for hot metal type. He and a number 
of Bitstream’s senior designers previously worked at Linotype, where they contributed to the building of its type 
library (you know, the one Adobe sells). When the time came to build the Bitstream” Typeface Library, 
they discovered what is ultimately true of all things—you do a better job the second time around. 


Matthew won the Frederic W. Goudy Award in 1986 for his contributions to the printing industry. And as 
Bitstream’s most important face, he continues to make a mark in the ever-evolving world of type. 


Matthew’s not for sale, but some faces just need to be seen to be appreciated. 


Bitstream and Bitstream Charter are registered trademarks of Bitstream Inc. ITC Galliard is a registered trademark of International Typeface Corporation. Macintosh is a registered trademark of Apple Computer, Inc. 
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Letter from the President 


Type90 is very important for those of us interested in type. 


This conference comes at a moment of critical change. More 
people are using type, some in new and unconventional ways. For 
the first time large numbers of people have access to technology 
that enables them to excel or to make typographic mistakes. This 
is because technological change has made type very available. 


This technology is new, and innovation over the last three to five 
years has accelerated with unprecedented speed. 


For the time being this change has led to confusion. It is not always 
clear how to get the best results using an available combination 

of hardware and software. Even people who use type a lot are 
sometimes unclear about how to get the results they really want. 


Ultimately, when there is a critical mass of new type technology 
being used, the products that survive will be those which truly 
meet the needs of those who need to use them. 


This means a little more confusion for a while and more systems 
integration. It means the availability of type at differing quality 
levels for different uses, but as building blocks, making the use of 
type a truly seamless and interactive process. In addition, we can 
expect systems to incorporate the flexibility to get a really pro- 
fessional job done. After all, not everybody can do something to 
the level that he or she aspires to have it done. 


Quality will be demanded. Systems will be able to provide it. An 
issue is whether there will be the incentive for manufacturers 

to innovate and to produce quality new typefaces and software, 
and just as importantly for designers to design it. 


As digital information and software become an increasingly sub- 
stantial component of more type products and services, the need 
to remove the unpredictability of copyright and patent laws 
becomes a major issue in many countries, and especially in the 
USA. Those who design and trade in intellectual property need 
protection to provide the necessary incentive to innovate to the 
highest possible standards of excellence, and to fully commit to 
the integration that people who use type need. 


This protection is not an impediment to the availability of type or 
enabling features. We are now approaching not only an integrated 
world, but also a device independent one, where free competition 
abounds, and where a very large selection of products is offered. 


The problem with type is that the medium on which type is deliv- 
ered is inexpensive to produce, and if intellectual property is 

not paid for, but appropriated, the product can be sold at a very 
low price. 


The medium itself does nothing, and has no value. It is only the 
carrier. The intellectual property contained on this medium is 
what has value. If this is not protected, and in many countries it 
is not, then type becomes a commodity because investment in 
innovative and quality design cannot be justified, and designers 
cannot be paid. . 


Type90 is a wonderful environment to consider these and other 
issues from both an historic and a future perspective. It is an 
opportunity to understand how others involved with type are 
thinking, and to have a voice and to make a difference. 


We at ITC support the idea of Type90. 


Mark J. Batty 
President and CEO 
International Typeface Corporation 
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The ancestor of our present letter ‘L’ 
was instrumental in unlocking the 
secrets of ancient Egyptian culture. 
The sound of the letter ‘L’ as we say it 
now was one of those represented in 
the names “Ptolemy” and “Kleopatra” 
on the Rosetta stone. 


When the stone was discovered in 
1799 it sparked considerable interest 
among scholars and the general pub- 
lic. It was believed that this four-foot 
slab of black basalt, because it appar- 
ently had identical messages carved 
' in Egyptian hieroglyphics, Egyptian 
demotic writing and Greek script, 
could help unlock the mysteries of 
the ancient Egyptian hieroglyphics. 


There are several oval enclosed 
inscriptions on the stone 
which were correctly iden- 
tified by scholars of writing to refer to 
the specific rulers. It was also correctly 

_ deduced that the most commonly 
named ruler was Ptolemy, and the sec- 
ond, Kleopatra. The repetition of letters 
in the two rulers’ names (PTOLE) was 
instrumental in deciphering the chal- 
lenging hieroglyphics. 


ZA 


Egyptian Lion 


The Egyptian equivalent of our ‘L’ was 
first represented by the image of alion. 
Over centuries this evolved into a 
much simpler hieratic character which 
could, with a long stretch of imagina- 
tion, be seen as the basis of the letter 
we know today. 


CA 


Egyptian Hieratic 


LC 


Phoenecian Lamedh 


LF) 


Various Greek Lambdas 


When the Phoenicians developed 
their alphabet around 1000 BC, the 
“el” sound was depicted by an even 
more simplified version of the hieratic 
symbol. Actually, it was represented 
by anumber of simpler versions: 
some rounded and some more angu- 
lar. From this point on, the “simple” L 
becomes a rather complicated char- 
acter. It takes on a variety of forms 
(sometimes simultaneously) in just 
about every alphabet in which it is 
represented. The Greeks alone had 
four versions. 


The ‘LV’ is a narrow 
letter, and virtually an ‘E’ 


i 


sera with the upper strokes 
Garde Gothic® removed. The horizontal 
stroke is approximately 
half the cap height, but in 
|e some designs it can be 
Goserala nie less. In most serif types 
the end of the horizontal 


stroke is terminated ina 
serif design which echoes 
the others in the face. In 
some serif faces, however, 
such as Goudy Old Style 
and Poliphilus, it ends in 
what looks like a tapered 
brush stroke. 


Allan Haley 


= 


ITC Tiffany 


oes 


ITC Tiepolo® 


The Phoenicians called the letter = 
Lamedh, which meant a goad or a lash. y“ 
By imagining these objects a whip or 
lash can be seen in the basic shape 

of the Phoenician letter, which is made 
up of two strokes: one probably repre- 
sented the handle of the whip; the 
other, the thong. por 


The Greeks, as they did with so many 
other letters, borrowed the basic shape 


e used to today. The first 
looked more like an arrow L 
“southwest, rather than the 

gle we currently use. Over time, 

er evolved into the horizontal 
rtical stroked character used on 
onumental Trajan’s Column— 
the one we use today. 


HEADLINE: ITC AVANT GARDE GOTHIC BOLD, ITC GALLIARD ROMAN TEXT: ITC KORINNA REGULAR, EXTRA BOLD BYLINE: EXTRA BOLD KURSIV CAPTIONS: ITC FRANKLIN GOTHIC BOOK 
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L1€ who paints, writes, designs 
or composes agrees on one thing: there is 
nothing so daunting as a blank page. Israel Joe 
Costin has no such problem. He always has a 
head start, because his creations begin where 
others have left off. 


If you should one day be on a street or subway 
platform in New York and see a well-groomed, 
impeccably dressed man ripping or cutting 
posters off a wall, it might very likely be Joe 
Costin. That’s how he starts. He casually tucks 
his “finds” into a briefcase or shopping bag, 
and off he goes. To a studio? Not if it’s daytime. 
Then he’s off to a heavy day’s work for his 
typography firm, Set To Fit, where he is Vice 
President in charge of Sales and Service. But 
when he gets home he spreads his collection 
of treasures about, and that’s when the crea- 
tive juices start flowing. 


His assemblages look like collage. His working 
style sounds like collage. It is that and more. 
He begins with the posters and fragments he 
finds in public places. They bear the gouges, 
scratches, smudges, and other vestiges of 
human contact. They also bear the splatters 

of rain, the roughed-up surface and character 
marks worked by natural forces. It all adds 

to the color and texture of the printed piece. 


The Temptation to Exist 


Pas de Deux 


Sometimes he gets even more than he hoped 
for. When his filched material is three or four 
layers thick, he then lovingly soaks it in warm 
water, teases the sheets apart and finds some 
unexpected pleasures. 


Ninety-nine percent of his working materials 
are found objects. Actually they are the work 
of graphic designers, typographers, printers, 
people and nature. Costin assembles his frag- 
ments, studies them, arranges them, mounts 
them on illustration board (the larger ones on 
canvas), adds a bit of paint here, tears away 

a swatch there, shifts, tacks on, removes ele- 
ments, constantly acting and reacting to what 
he sees before him, until something goes zing 
deep inside him and he feels it’s right. 


Costin is quick to dissuade anyone from look- 
ing for a message in his work. They are just 
arrangements of shapes, colors and textures, 
especially of typographic forms. He searches 
primarily for wonderful bits and pieces of 
typography in his hunting expeditions. 


HEADLINE: ITC KABEL ULTRA; ITC AVANT GARDE GOTHIC EXTRA LIGHT, DEMIBOLD CONDENSED: ITC CENTURY ULTRA. ITC FRANKLIN GOTHIC DEM}, ITC MODERN NO. 216 MEDIUM ITALIC 
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Typography 


The first dollar Joe Costin ever earned came 
from a type shop, and typography has been 

his livelihood ever since. He knows the busi- 
ness from Linotype to electronic typesetting — 
he’s done it all. And everything he’s learned 
about esthetics, about form and line and color 
and texture, has come from looking at and 
handling type. Letterforms are for Joe Costin 
what apples were for Cezanne, and dancers 
for Degas. 


To hear him speak so knowledgeably about 


you would think he has had extensive formal 
training. But Joe Costin, with not a trace of 
arrogance, confesses that he is completely 
self-educated. No college...no art school... 
no private instruction. What he had going 
for him was a mother who, early in his life, 
aroused his appetite for beautiful things. So 
much so, he often sneaked off to museums 
alone, careful not to let his buddies know his 
whereabouts, and of the secret pleasures 

he took in looking at paintings and sculpture 
and all the wondrous things in glass cases. 


Along with his genetic predisposition to vis- 
ual and aural pleasures, he has an insatiable 
curiosity and a willingness to examine the 
unknown. Costin explores new materials and 
plunges into, what are for him, new forms. 
He recently started working in acrylics, and 
his modest goal is to become “a good painter.” 


We feel quite certain Joe Costin will never 
be intimidated by a blank canvas. There wili 


Joe Costin exhibits at the Katonah Gallery, 


painters and painting, and esthetics in general, always be aletterform to gethim going. M.M. Katonah, New York. 
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Typographical Landscape 


Becoming Is Better than Being 


> Cann 


The question is not so easily answered. From different perspectives the ee 
response can be a resounding yes or a qualified no. Electronic type- 


setting and type designed for a computer and on a computer have 
made some type lovers anxious. Yet other fastidious and committed 
type users have found working with type m this electronic age a com- 
pelling challenge. 


U&lc approached creative specialists in various fuelds and posed the 
question: Can fine typography exist n the 90s? Here are their replies. 


Hugh Dubberly 
Chairman, Computer Graphics Department, Art Center, Pasadena; 
Creative Director, Computer Graphics, Apple Computer, Cupertino. 


Ss ; ‘Fine typography is alive and well in the’90s. In fact, fine typography is healthier 
than ever before. That’s because more high quality type is available to more 
people than ever before. What we've seen is the democratization of type. Office 
workers around the world are familiar with the names Bodoni and Garamond. 


Who would ever have dreamed of such a thing? 


Computers have dramatically reduced the cost of developing a new typeface. 
Lower development costs have led to more type and inevitably to more good type. 
Now anyone with a personal computer has an opportunity to design a typeface. 
This new democracy of type, the easy access, and a wide range of possibilities have 


created a tremendous vitality in typography. 


Still, fine typography depends on more than well-drawn type. Fine typography 

is related to what happens when you put type down on a page. For designers the 
crucial question is how to effectively and appropriately use this type—how to 
structure and organize a message. For people new to design who do not have any 
experience using type, the study of typography is essential. I believe that typog- 
raphy should be taught in schools, even in high schools. Learning to use type is as 


important as learning to write. Itis part of being literate. 


While computers have changed the way we use type, they are far from perfect. 
The computer industry is continuing to improve software, and it can be much bet- 
ter. We need to bring more designers into the process. But “layout” programs are 


just a beginning. Imagine more intelligent programs devised by designers and 
typographers—smart programs that offer suggestions. Imagine a smart program 
for office use that takes raw text and offers various design options, suggests type- 
faces, sizes, positions—structures based on an understanding of the content of the 
text. Such programs would give designers new tools and roles creating systems 
for software and corporate identity. 


We must also look beyond paper. More and more we will look at type on monitors 
as finished design—not just a step on the way to printing. We will receive more 
information directly on screen. This is an enormous new market for designers and 
typographers. We cannot ignore the computer itself as an exciting and dynamic 
medium for fine typography. The future for type is brighter than ever. _ 


Aaron Burns 
Chairman, International Typeface Corporation, New York City. 


i e typography already exists in the’90s. The technology has made it possible. 
We may not, however, recognize it. 


The problem that exists today is not the ability to produce fine typography, but 
the ability to recognize it when it is seen. To know what it should look like, what to 
try to achieve. 


Bad spacing is bad spacing in any era. If the tastefulness required to produce fine 
typography is not there, then fine typography will not be possible under any con- 
ditions using any technology. 


Fine typography is an attitude; one must care. One must know what it is possible 
to achieve before accepting or rejecting any typography, fine or poor. 


What I think is missing today is an appreciation of fine taste. Once people know 
how to appreciate excellence, they will not accept mediocrity, So it has been for 
centuries, and so it will always be...for those who care. 


Gunter Gerhard Lange 
Art Director, H. Berthold AG, Munich. 


future of the art of typesetting has not arrived yet. The larger the number 
of non-professionals in this business, the farther the distance between these new 
users and the highly qualified professional typesetter. The master typesetter 
will survive in any event. Although the number of type specialists is shrinking, 
those who do excellent PDeRete will get decidedly better in the quality of the 


execution of their work. 


DGRAPHY 


EXIST 


Zuzana Licko 
_ Type Designer, Emigre Graphics, Berkeley. 


e the years, the form of the written word has become progressively less tangi- 
ble as it has evolved from handwriting to letterpress to phototypesetting to today’s 
ephemeral transmittal over phone lines to computer terminals. These technical 
advances originally were intended to promote literacy and knowledge for every- 
one by increasing the speed and volume of publishing while decreasing its cost. 
‘Today’s amassment of information offers more than could ever be read and under- 
stood in one lifetime. It gets harder, not easier, to extract essential knowledge. 

The problem is no longer one of making information available, but of facilitating 
understanding. That is exactly the role of today’s typography: maximizing 
comprehension. 


The personal computer has democratized every aspect of publishing from 
writing to layout to type design. Technology no longer restrains the realization of 
ideas, and this has radically altered the professions of typesetters, printers and 
type manufacturers. Because the computer is still an unfamiliar medium, design- 
ers must reconsider many basic aspects of design that have been forgotten since 
the days of letterpress. The computer has integrated design and production, and 
the computer has reintroduced craft as a source of inspiration. Many alterna- 
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tives can be quickly and economically reviewed, enabling the artist to spend more 
time evaluating the options, a task which requires intelligent discrimination and 
a thorough understanding of fundamentals. 


Fine typographers have spent lifetimes developing ultimately legible type designs. 
They have trained themselves to perceive the finest details and have systemat- 
ically defined guidelines for perfectly neutral typography. Neutrality is achieved 
when something is so common that it disappears from normal cognition. 
Therefore, neutrality is subjective and based on the viewer's degree of experience. 
So, when we say “design a neutral typeface?’ we really mean, “define a typeface 
that is so familiar in form that nothing about it will be noticeably new.” 


Legibility is neutrality. The most popular typefaces are the easiest to read; the 
popularity has made them disappear from conscious cognition. After a while, it 

is impossible to tell if they are easy to read because they are commonly used, 

or if they are commonly used because they are easy to read. But legibility studies 
are really an after-the-fact process. For example, they can show that Baskerville 

is significantly more legible than ITC Souvenir,’ and that Baskerville is mar- 
ginally more legible than Times Roman. But the studies cannot prove that Bas- 
kerville or any other typeface is THE ultimately legible typeface, since this can’t be 
tested in relation to faces that have not yet been designed or implemented. 


mM the 


‘90s 


People learn to read best what they read most, and most of what they read cur- 
rently is of substandard quality both in terms of contents and typography. 

It is mass consumable literature, such as newspapers, MTV and junk mail, that 
infiltrates our lives and eventually becomes the invisible, neutral standard. 

This is the level at which perception evolves day by day. If designers want to con- 
trol the direction of this evolution, they need to infiltrate its makings, instead 


of retreating into yesterday's elitist typography. 


This is an exciting time for typography with a truly unique opportunity to create 
new visual languages. ‘The adaptation of our alphabet to today’s digital tech- 
nology is reevaluating the traditions in which letterforms are still deeply rooted. 
‘Today’s access to type design and manufacture has created an opportunity for 


anew breed of designer free of traditional preconceptions. 


Editor’s Note: U&lc welcomes your comments on fine typography in the’90s. Send your 
remarks to The Editor, U&elc, 2 Hammarskjold Plaza, New York, NY 10017. 


TEXT: ITC NEW BASKERVILLE ITALIC, ROMAN, BOLD ITALIC; ITC ZAPF DINGBATS 
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Stanley Morison portrayed by Kenneth 


- Stanley 


Stanley Morison came back to 

life to be the opening speaker at 
Type90. Morison, arguably the 
most influential figure in 20th cen- 
tury typography, died in 1967 but 
was in Oxford, courtesy of actor 
Kenneth Griffith, for “Roman 
Stanley Revived!,” a revue at the 
opening reception of Type90. 


Portrayed in typical crusty and 
autocratic mood, Morison gave 
a condensed history of his life, 
illustrated with pictures from the 


For one unique weekend words s 
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1 as,serif, x-height, kerning, readability, 


PostScript™ Ikarus M™ and Truelype™ echo i in the streets and colleges of 


Oxford, England. Type90, held from Augu f 
vides what is for many of the more. than 600 
and typographers nae oe, ; 


This program of workshops, lectur al 
diverse subjects as type design, typogra 
non-Latin letterforms and chocolate ¢ pl 
“playrooms” offer conferees the chance 
puter design tools and technology. _ 


class 


Typographic design issues were 
discussed by top:designers, Adrian 
Frutiger, Matthew Carter, Gerard 
Ungerand Sumner Stone at a 
‘Type90 Master class. More than 
100 people filled the Catholic 
Chaplaincy building to hear these 
experts’ views on copyright, dis- 
tortions of typefaces and design 
apprenticeship. 


Responding to a question from 
Paul Luna of Oxford University 
Press about the distortion of type, 
Unger and Frutiger both found 

it irritating. Unger said, “I think 
it’s a phenomenon we are stuck 
with. It will never go away and we 
will only see more and more of it. 
I have seriously thought about 
distorting a new design which I 
am working on much further than 
anyone else could ever do so that 
it would then be foolproof.” 


past. Through his life, beliefs and 
career, the conferees were taken 
back into the history of typography 
before going on to discuss the 
designs and methods of the future. 


But Frutiger felt that “A small per- 


centage of manipulation can give 
interesting results.” 


“The reason that distortion is pos- 


sible is because of the technology 
we now have,” added Stone. 


Carter commented, “What makes 
distorted type unsatisfactory is 
that the whole letterform is either 
expanded or contracted by the 
same amount.” Carter explained- 
when type is condensed electroni- 
cally, not only are the horizontal 
parts of the letter contracted, 

so to are the vertical stems, result- 
ing in thinner vertical parts. Con- 
versely, expanded type results 

in extra thick stems. Type is some- 


Matthew Carter, Adrian Frutiger, Gerard Unger, 


to September 3, 1990, pro- 
e designers, graphic artists 
erman designer Erik Spieker- 


ho 


nner Stone and Erik Spiekermann 


times so highly condensed or 
expanded that it bears little rela- 
tion to the original design. Never- 
theless, he added, “We’re just 
very grateful they use our type- 
faces at all.” 


On training and apprenticeship 

in design, Unger said he had heard 
the notion that type design was 
one of the most secretive profes- 
sions because designers are afraid 
to teach their work to others 

for fear of being copied. But he 
said he had never experienced this 
in his‘own training and had been 
greatly helped by a number of 
designers. “When I started, I asked 
everyone I could ask, questions 
about how typefaces should be 
properly designed and fitted, and 
nobody was ever hesitant about 
telling me.” 


Thanks to Janos Kass, illustrator; Andy Cave, writer; Chris Love, photographer; Banks and Miles, design and art direction; and HunterPrint, for their assistance in producing this special edition of Uric, 
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Gerard 


Gerard Unger, graphic designer 
and teacher is excited by the 
changes taking place in the world 
of typography and design. Unger, 
from the Netherlands, said, 
“Suddenly type has escaped and 
anyone with a personal computer 
or a Macintosh who has a type 
design program is in business. You 
can call the Macintosh a democra- 
tizing instrument because it has 
led type to escape from its former 
rigid methods of manufacture 
and distribution. 


“J think we will see a lot of experi- 
mentation of type design. I think 
the readers of the coming decade 


will be faced with other unconven- 


tional typefaces and the limits of 
legibility and readability will be 
really stretched. I like that a lot. 


“Type design and typography has 
not scen such an experimental 
situation for a long time. The last 
time we had such experimentation 
was in the first quarter of the cen- 
tury with Futurism, Dadaism and 


Type90 registration 


Gerard Unger 


Constructivism. All these zsms 
had their own art forms and their 
own typography.” 


Unger said the most important 
thing he gained from Type90 was 
the exchange of ideas and under- 
standing of issues. “At conferences 
like this you always see and hear 


F a 

rutiger 

Adrian Frutiger comes to Type90 
unmoved by the desktop revolu- 
tion. Mr. Frutiger, who designed 
the Univers™ series of typefaces 
and many others now used widely 
in newspapers and magazines, says 
the developments in technology 
will not affect the way he works, 


“I am not interested in the new 
techniques because I know from 
experience that the definition of 
new techniques will become finer 
and finer, and in a couple of years, 


there will be no difference between 


the definition in desktop publish- 
ing and high quality composing 
machines. 


“T hope that we will have a differ- 


ence between the quality for ten or 


twenty years or more but things 
are changing so fast.” Mr. Frutiger, 
who lives in Interlaken, Switzer- 
land, said, “What the reader looks 


things you have never seen or 
heard of before. I will go home 
loaded with new impressions and 


many new ideas.” 


je6un 


Conferees at Master class 


for is not new typefaces. He looks 
for his old typeface. 


“T admire the old typefaces and the 
masters like Baskerville, Bodoni 
and Caslon. Nothing better has 
been done for 300 years.” Frutiger 
said he enjoyed the exchange of 
ideas which takes place at Type90. 

“T think Type90 is important 
because it puts you in contact with 
the young generation and the 
new technology but also with the 
traditional way to do things.” 
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Dreyfus 


John 


A concern noted by Dreyfus is the 
danger of the new technology in 
that young type designers could 
learn their trade without ever hav- 
ing to physically handle hard type. 


London-based typographical histo- 
rian and consultant John Dreyfus 
forecasts that one of the biggest 
changes in type technology over 
the next decade will be a marked 


improvement in the quality of fac- j “T think the knowledge of type you 
simile messages. “The print indus- : got from handling printers’ type 
try is asking a great deal of the John Dreyfus was very valuable and is a thing 
advent of in-house printing or that you can learn. With the new 
what is called desktop publishing. for new typefaces which are not system people do not learn this. 
going to be transmitted by ink or The danger is that they become 
“What people are going to want is by contact but by some kind of insensitive to size because you are 
an image from their fax machines electronic deposit.” not actually handling the type.” 


which is much better than what 
they have been getting from their 
typewriters. The standard of faxes 
is bound to react to the demand 


E Lal 
rik 
Erik Spiekermann of MetaDesign 
in Berlin talks about the theoretical 
issues raised at Type90 by empha- 
sizing the historical development 
of the use of type. 


Spiekermann says, “We’re back in 


pre-Gutenberg times, because =a 
“ Gutenberg’s invention was also the = Erik Spickermann 
; t.. ? . 5 at gee ° 
ee : ti com invention of divided labor. There 
James Alexander, Mandy Farley, Steve Gooderham, Bertram Schmidt-Friderichs, Arnold was a pressman. There was a type- O 
Enfeldt, Giinter Zorn, Erik Spickermann and Wolfgang Dutschke setter. There was a type founder. = 


There were all different jobs that 

J e| le eventually over the years became = 
even more separate.” 

“The art directors would decide 
Spickermann commented that this what typeface they wanted, what 
division of labor eventually became __ size. They didn’t work it out. The — 
further subdivided. “This division _typesetter did! So graphic design- 
of labor,” he explains, “is what crs weren’t close to type at all. 
art directors bought. They didn’t 
buy type. What they bought were “My definition of the difference 


Dutch type designer, Jelle Bosma, wo 
hopes that developments in tech- 
nology will improve the quality of O 
the modifications made on classical w 
design. Bosma, an admirer of the ~ 
work of Schneidler, Goudy and Jan 

O 


Van Krimpen, believes the standard 


of current classical designs can pages, galleys and columns. between typographic design and 
improve in the next few decades. fashionable affair. There will always graphic design is a question of atti- 

be a demand for certain classical tude.” Spiekermann comments that 
He said, “All sorts of people can typefaces. One thing I hope is that the era in which we use type now is 
now make their typefaces and pro- the new technology will improve again as significant as that of the 
duce them which will make the things because most of them are invention of the printing press with 
whole of typeface production a now copies of copies of copies of everyone who has access to design- 

things that were done hundreds ing with type on a computer. As 

of years ago. People can now mod- a result, Spiekermann states, we are 


ify versions and shape their own.” in a seminal period of transition. 
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Mark 


Mark Jamra 


Robert Norton and Aaron Burns 


Jamra 


An American graphic designer and 
type designer working and teach- 
ing in Germany, Mark Jamra com- 
ments that Type90 is part of a 
continuing education on type and 
its ramifications, an exploration 

of the creative process. 


Jamra describes this creativity as 
“confronting myself and discover- 

ing parameters through the work.” 

Jamra has created two typefaces 

(including ITC Jamille™) and is 

at work on a third. 


The essence of Type90, he feels, 
is more creative confrontation 
through the conference. Jamra 
comments that attending a master 
class in type design, going to 
workshops and generally becom- 
ing involved in the issues and 
ideas discussed at Type90 makes 
this a special event. 


“Type designers,” Jamra states, 
“often comment on how many 


Boge 

Lettering artist Garrett Boge came 
to Type90 believing that the desk- 
top revolution had,opened a 
Pandora’s Box of new techniques 
which will stimulate the devel- 
opment of both new classical and 
deconstructivist designs. Boge, | 
who works from Gig Harbor, 


Washington, and has been involved 


with lettering arts for 20 years, 
said, “I come from a tradition of 
letterpress printing and commer- 
cial design work. 


faces are now available, enough to 
fill a very thick phone book, yet 
these designers find reasons, and 
very valid ones, for creating the 
next typeface. Each typeface has its 
reason for being and a reason for 
being used in design. This I am 
aware of when working on graphic 
designs. You can select, eliminate, 
choose, and finally find the one 
typeface which you feel solves your 
design problem.” 


VELEGRAPH 
NI Wi Ata 


“These worlds have been ignited 
by the desktop revolution. It is 
anybody’s guess what will happen 
now. I feel that designs will modu- 
late between order and classical 
standards to deconstructivism.” 


Boge said he was encouraged by 
the new ideas and methods that 
were emerging in design. “There is 
a lot of experimentation being 
done with type and I think there 
is going to be more and more. 


“TI am here to get a sense of where 
the wind is blowing and also to get 
an impetus to my own work over 
the next couple of years.” 


Conferee at registration 


Cynthia Hollandsworth 
AGEA Compugraphic, 
Wilmington, U.S.A. 


“The most significant aspect of Type90 
is the exposure to other people in the 
international type business who I 
would not usually meet. At a meeting 
like this there are many interesting 
and knowledgeable people from every 
country who have terrific insights 
about type and typography. We have 
developed a number of exciting type 
projects as a result of these conferences.” 


Colin Brignall 
Letraset, London, U.K. 


“For me, Type90 presents an 
opportunity to ‘catch-up’ on all of the 
very latest information in the 
progressively more complex world of 
typography. Imparting their considered 
views on all aspects of the subject from 
design, manufacture and marketing 
will be the world’s leading experts. 
Simply, if you are in type then you 
must be involved in Type90.” 


What is 


the 


significance 
of Type90? 


Ed Benguiat 
Photo-Lettering Inc., 
New York, U.S.A. 


“Type90 is a wonderful thing, 
especially for a person like myself whose 
vocation and avocation are one and 
the same-designing type. 


In Oxford at Type90, meeting people 
who like the same thing I like and who 


/ 
Y/) 


I can talk about the things I want to 
hear and talk about makes it one 
of the most exciting and pleasurable 
experiences I can expect to have.” 


Adrian Frutiger, 
Arcueil, France 


“Today, with the popularity of desktop 
publishing, and with all the non- 
professional graphic designers who 
tinker with technology, it is crucial that 
people meet and talk at a forum like 
Type90. More than ever, we need a 
aAtalogue. There is a new urgency.” 


Allan Haley 
International Typeface Corporation, 
New York, U.S.A. 


“Type90 has its priorities correctly 
aligned. Other events are, many times, 
nothing more than attempts to make 
money under the guise of education. 
Type90°s goal has consistently been to 
provide timely, valuable, and thought- 
provoking information to the 
typographic community. 


This 1s especially important at a time 
when our industry is in such a state of 
flux and turmoil. Type90 is the right 
thing at the right time. It will make a 
difference.” 


21 


Giinter Zorn 
Linotype AG, Frankfurt, 
Germany 


“Tt usually happens only once a year, 
at ATypl, that typographers from all 
over the world have the opportunity to 
meet in one place to share their views 
on typography and the typographical 
trends in our industry. 


Type90 following the ATypI conference 
in Oxford makes tt special this year, 
For a few days, Oxford becomes 

the Olympus of typography and the 
meeting will spark impulses for our 
work for the years to come.” 


Colin Banks 
Banks and Miles, London, U.K. 


“Type 1987 in New York showed that 
the horizon facing type and typography 
was wider than ever before. Standing 

facing tt, it was easy to hear footsteps 
Srom the past, more difficult to hear 
those in front of us and the voices of 
tomorrow. But they are there all right; 
the problem is they are rather faint 
and separated by a lot of space. 


Given the right atmosphere and 
the right structure, and at Type90 
in Oxford I think we have both, 
something will happen.” 


The 
Modest 
Translator 


by Allan 
Haley 


Illustration by Mark Summers 


Typographic history is peppered with egos. 
No one would ever describe Johann Guten- 
berg, Aldus Manutius, Giambattista Bodoni 
or Stanley Morison, as “shrinking violets’ These were 
passionate men who through their strength of will and 
remarkable talent had an extraordinary influence on 
the shaping of our typographic standards and tradition. 
As with all things typographic there are excep- 
tions: Englands first printer, and certainly one of its 
most important, was a simple and exceptionally unego- 


tistical person. For much of his life William Caxton was 


a merchant. For all of his life he suffered from a world- 
class inferiority complex. To further separate Caxton 
from the norm, he was not a talented type designer nor 
even a particularly skilled typographer. And yet, this 


i. & St Oo ROE Soe 


unassuming but well-meaning merchant paved the 
way for Englands renaissance. 

Textbooks give Caxton credit for printing the 
first books in England; and he would deserve recogni- 
tion even if this was his only contribution to history. 
But, William Caxton did more—much more. 


EC SE NotJustType CC 


Not only did he print the first book in English and 
introduce the art of printing to England, Caxton also 
did as much as anyone has ever done to establish the 
English language as a vehicle for literary expression. 
Ata critical period, when English literature was at 
a low point and the spoken language of England was 


A 


ONS f Lou / LOIS we” Leys A Me 
DP: DPBDD PDS: 


EAE SEE AE 


NM 


N 
\ 
N 
N 
\ 
\ 
\) 
N 
) 
N 
\ 
N 


Printer’s mark, 

or imprint, used 

by William Caxton. 

(The Hulton Picture Company) 


a hodgepodge of regional dialects, Caxton, by intro- 
ducing the printing press to his homeland and deter- 
mining that the press should produce only works in the 
English language, performed a service of inestimable 
value to the literature of English-speaking people. And 
all of this was accomplished after Caxton was well 

into his fifties. 

William Caxton returned to London in the late 
autumn of 1476 after spending over 35 years represent- 
ing British commercial interests on the European con- 
tinent. He began his career as a merchant, but by the 
time he was ready to retire he had become a diplomat 
entrusted with the management of treaties affecting the 
prosperity of Englands commerce. After such a long 
and successful career, most people would be ready to 
retire. Caxton certainly was. 

But then something happened; something that 
compelled Caxton to pursue what was to become a con- 
suming passion that not only gave him a new career, 
but added a new meaning to his life. 


+ + Seginningsof + + 
The Second Career 


Late in his tenure as a trade diplomat, Caxton had begun 
translating a piece of European literature into English— 
mostly, as Caxton said, to forestall idleness. He had 

done a good job negotiating treaties, improving trade 
relations and generally creating a smooth-running Euro- 
pean business machine for the British government. 


Caxton 


Toward the end of his career (because of earlier suc- 
cesses) Caxton simply had little to do. 

So, in the spring of 1469, Caxton, “having no 
great charge of occupation... .to eschew sloth and idle- 
ness which is mother and nourisher of vices and to 
put myself into virtuous occupation and business. .” 
began to make an English translation of a popular 
European tale. After 40 or 50 pages were written, how- 
ever, Caxton’ self-imposed task began to lose its nov- 
elty. After 60 pages he put the work aside. He found 
that his new hobby wasn’t fun and was, in fact, down- 
right difficult. 

Some time after this attempt at translating, Cax- 
ton retired from business and entered the service of the 
Duchess of Burgundy as an advisor. One day, while in 
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conversation with his new boss, Caxton happened to 
mention his unfinished translation. The Duchess 
immediately demanded to see his work since she was 
also a patron of the arts. The opportunity to see the 
literature of Europe translated into English, her native 
language, intrigued and excited the Duchess. 


a New Responsibilities Ye = 
After seeing his initial work she didn't hesitate to ask 
that Caxton take up the project again, and though 
reluctant to do so, he was more reluctant to incur the 
Duchess’ displeasure. Caxton, despite his earlier 
accomplishments, still saw himself as a simple mer- 
chant and was uncomfortable with his first efforts as a 
translator. But the Duchess of Burgundy was excep- 
tionally persuasive. Though unable to cure Caxton’s 
inferiority complex, she did enable him to cope with it 
—or at least continue his work in spite of it. 

Thus Caxton, who loved literature and who had 
been for a long time deeply disturbed by the lack of 
refinement and standards of his own language, was 
forced to take on a mission for which he was qualified, 
and commited to—but until then lacked the self-con- 
fidence to undertake. Caxton probably felt that his 
work was more akin to a penance than a mission. He 
wished to please his sophisticated patron but suffered 
under the belief that he was neither a good transla- 
tor nor a good linguist. It was only relentless deter- 


mination that enabled him to succeed. 


> > The Real Goal + 


Caxton’ translations were, in fact, only a painful means 
toa much more satisfying end. He persevered with 
them only because ultimately he wanted to print 
books. Duplicating copies of his work through the new 
technology of printing became Caxton’s goal; the trans- 
lations were only the means to that end. Various réa- 
sons have been advanced by historians for Caxton 
opening a printing business. Some feel that he fore- 
saw the revolutionary possibilities of this new technol- 
ogy. Others contend that he desperately wanted to 
see books produced in the English language. Others 
believe that as amerchant, he saw the tremendous 


commercial possibilities of acquiring avirtual monop- 
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The Book of Chess, printed 
in 1480, was the 

first English language book 

to use woodcuts extensively. 
(The Hulton Picture Company) 


oly for printing books in his homeland. The truth 
probably is that his motives were a combination of all 
these things. 

Caxton’ deeply felt appreciation of the good use 
of language is clear from his many references to his 
own efforts to improve his personal vocabulary; born, 
as he acknowledges in his first publication, in a part of 
England where, “I doubte not is spoken as broad and 
rude English as in any place in England? and living for 
most of his professional life in linguistically sophisti- 
cated countries, Caxton was naturally self-conscious 
about the lack of development of his mother tongue. 

Although he writes, “I confess me not learned 
nor knowing the arte of rethoryke, ne of suche gaye 
termes as how be sayed in these dayes and used?’ and 
throughout his work he continually makes references 
to his feelings of inadequacy and lack of sophistica- 
tion when it comes to language, Caxton persevered for 
the rest of his life producing translation after transla- 
tion to be printed at his press. 


& & Thesant & + 
Born about 1422 in Kent, England, Caxton began his 
professional career after serving as an apprentice to 
one of the wealthiest and most successful London mer- 
chants of that time. His father was apparently a well- 
to-do tenant farmer who also engaged in the cloth 
trade. It is believed that his father’s position provided 
the opportunity for arranging this important, and very 
influential, apprenticeship for his son. 

Caxton began his training at 14 with Robert 
Large, a prominent member of the Mercers Company 
(an organization of merchants who dealt in textile 
fabrics—especially velvets and silks). A year after the 
young Caxton entered his household, Large was cho- 
sen to be Lord Mayor of London, an office which 
added further prominence to his position and provided 
his apprentice with additional opportunities to learn 
the politics of business—and the business of politics. 


fe ff AnAmbitious % % 
Apprentice 


Caxton had completed three years of his apprentice- 
ship when his master and patron died. However, the 
apprentice was not forgotten in Large’s will, which 
thoughtfully bequeathed 20 marks to young Caxton. 
Shortly after, Caxton left his homeland with his 20 
marks and traveled to Burgundy, where English cloth 
merchants had their most active European business 
connections. 

He prospered in Burgundy, and by 1449 he had 
become sufficiently well off to be accepted as a surety 
for another resident English merchant. But the man 
left Burgundy without attending to his obligations, 
leaving Caxton to pay the outstanding debt. The good 
news is that this was apparently the only unfavora- 
ble incident in an otherwise very profitable and suc- 
cessful business career. 

Caxton was eventually made Governor of the 
English Nation, the Company of Merchant Adventur- 
ers resident at Bruges. This post was very much akin to 
that of a Consul in the present day diplomatic service— 


and one at which Caxton also succeeded. In all, his 
career was a model of success and prosperity. 

During this time Caxton’ interest in and concern 
for the English language increased. He became more 
aware of its shortcomings and fragility. Essentially a 
patchwork of dialects with no written foundation to 
maintain stability, the English language that Caxton 
knew was far less developed than many of the lan- 
guages of continental Europe. As Caxton's concern 
heightened, so must have his frustration, because he 
retained a steadfast belief that he had little capability 
to bring order and strength to his native tongue. 


A HM An Honest Assessment VK VE 


Besides his feelings of inadequacy as a linguist, Caxton 
didn't consider himself a particularly accomplished 
printer or typographer. In these latter areas there is no 
false modesty. Many of the early surviving books and 
other printed material which came from Caxton’s press 
show clearly that England's first typographer was not 
interested in the development of typesetting as an art 
form. He issued nothing that would compare favorably 
with the better work of his contemporaries on the Con- 
tinent. For the first several years that his press produced 
books, his products were almost crude by continental 
standards. The typefaces were coarse copies of North- 
ern European fonts, his printing quality was clearly 
less than optimal, and many of his earlier books even 
lacked signatures, title pages and illustrations. 

Why didn’t Caxton seek to improve his craft? 
Why didn't he strive to equal the work of his European 
contemporaries? Because his true mission, the driving 
force behind his work, was not the design and printing 
of books—but the books themselves. His goal was to 
print as many accessible, readable books as he could for 
a wide audience. Caxton was not producing works of 
art, he was trying to build an English literary tradition. 

After his press had been in business about five 
years a noticeable change seems to have come over the 
shop’ output. Books began to have signatures, illus- 
trations began to crop up, and there was a general 
improvement in the quality of Caxton’s typography. 

What happened? Competition. About this time, 
a rival printing shop opened just a short distance away 
from Caxtons. In an attempt to counter his competi- 
tion, Caxton hired a new foreman, removing himself 
from the position of chief typographer. The good news 
about Caxton’s new employee is that he was from 
Europe and familiar with the practices and standards 
of printing in France and Germany. This new foreman 
not only proved instrumental in improving the work 
produced at Caxton’ press, he also carried on the 
business of the press for 45 years after Caxton’s death. 
Thus, Jan van Wynkyn de Worde (or as he is com- 
monly known: Wynkyn de Worde), an Alsace-born 
expatriate, became England's first typographer. 


%& & The Mysterious Art ** 


Nobody is really quite sure about where Caxton 
learned the new art of printing, and Caxton himself 
seems to have gone out of his way to keep this informa- 
tion secret. Numerous stories have been told (some 


Caxton and his press, 

from a painting 

by Vivian Forbes. 

(The Hulton Picture Company) 


- quite fanciful), which attempt to explain the circum- 


stances of Caxton’s printing education. One such 
typographic folktale suggests that King Henry VI com- 


_missioned Caxton and another man to sneak into 


Holland and learn the Dutch secrets of printing. The 
two men supposedly were involved in high level espio- 
nage that included clandestine meetings, disguises, 
hush money—and even the abduction of a trained 
printer—all of which would rival a “Mission Impos- 
sible” script. 

But most historians believe that Caxton learned 
his craft in Cologne. This is backed up by a statement 
made by Wynkyn de Worde in the prologue of a book 
published shortly after Caxton’s death. 


‘And also of your charyte 
call to remberance 
The soule of William Caxton 
first prynter of this boke 
I laten tonge at Coleyn 
hymself to avavnce 
That evey well disposyd man 
may ther onloke” 


0@ 2® The Real Product 2& 2& 


The first book Caxton published, and the first book to 
be printed in the English language, was the translation 
requested by the Duchess. This was a small folio of 
351 leaves, the first of which contained Caxton’s Pro- 
logue and was printed in red. Some historians date this 
volume to 1471, the year in which the Prologue states 
that the translation was finished. But those who are 
more familiar with the difficulty of using early type 
fonts and printing equipment believe that three to four 
years could easily have been consumed producing 

this first effort. 

Caxtons first book was followed by The Game 
and Play of Chess Moralised. This was a translation of 
a popular French book which likened the game of 
chess to life itself. Caxton was fascinated by the com- 
parison and the lessons posed by it. He also decided 
that if he liked the book then his fellow Englishmen 
would share his enthusiasm. 

These first two books and one other were printed 
while Caxton lived in Bruges. Then, in the autumn of 
1476, Caxton returned to England after nearly 30 years 
abroad to set up a printing business in the Almonry of 
Westminster Abbey. 

In the 14 years that Caxton operated his busi- 
ness he printed over 18,000 pages, mostly of folio size, 
and nearly 80 books. As time passed, Caxton became 
less of a typographer and printer, and more of a pub- 
lisher. His three main assistants, Wynkyn de Worde, 
Richard Pynson, and Robert Copland increasingly 
undertook the task of type founding, typesetting and 
printing, giving Caxton more time to concentrate 
on his translations. 

While working in England he translated 21 
works from Latin, French, and Dutch literature. All but 
one of these were printed by him, and three of them 
were also brought out as second editions. By current 
standards, 21 translations may not seem like a major 
effort, but it was a substantial amount of literary labor 
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in the late 15th century. The majority of the books 
required about 250 pages each, or a total of approxi- 
mately 2,850,000 words. This means that Caxton 
averaged 400 words a day, five days a week, 240 days 
a year, during the 25 years after he retired from active 
life in public affairs. 


*% °K Another First * % 


Caxton was Englands first printer and being a printer 
in the 15th century meant, for the most part, design- 
ing and founding your own type, thus Caxton was also 
Englands first typefounder. During the 27 years of 
his involvement in the craft of printing eight type- 
faces were developed and used by William Caxton. 

For his first font, Caxton persuaded a noted 
Flemish calligrapher to exchange his old profession 
for that of typeface design. The end result is generally 
considered to have been a somewhat crude and 
awkward typeface, but a design that was consistent 
with Flemish handwriting of the time. Caxton only 
used this type for the first three books he published in 
Bruges and did not bring it with him to England. 
Apparently, Caxton did such a good job of persuading 
his type designer to switch careers that the former 
calligrapher kept that type and used it to start his own 
printing business in Bruges. 

Caxton’s second typeface (unimaginatively 
called “Type 2” by historians) was designed and cast 
in England, and is generally classified as a Flemish 
Batarda style. It is patterned after a German Gothic 
style but is more cursive in nature. Of the eight Caxton 
types, three are of this Batarda style. The others are 
more in keeping with the angular and pointed Black 
Letter types of Northern Germany. One of these is 
generally considered to be the ancestor of the “Old 
English” types that are still used today. 


& © Caxton’s Contributions @ @ 


When William Caxton died in 1491, he had completed 
a career of widely varied activities. He contributed to 
the commercial prosperity of 15th century England, 
introduced both printing and type founding into Eng- 
land, and provided English readers with some of the 
best foreign, and later, English literature. Although 

his commercial exploits were not inconsequential, 

by far Caxton’ greatest contribution was to the English 
language. His efforts increased the English people's 
awareness of the poetry and literature of their time, and 
paved the way for generations of great English writers 
to follow. Surely there might have been no English 
renaissance were it not for the likes of William Caxton. 
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Whose parts are as thy has 
i No workmans wol hich roach’ the same 
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The verbs that usually go with poetry are hear, 
read, recite, listen. But the poems on these pages 
are meant to be seen. If you don’t look at them 
with your own two eyes, you’re missing the whole 
point and half the fun. 


If the authors of these works were not verbal peo- & 
ple, they might have created a painting or a piece 

of sculpture, or written a piece of music. But 

because language is their tool, and they take plea- 

sure in crystallizing ideas into carefully chosen 

words, their work is poetry. It is called visual poe- 

try, because the way the words are arranged on 

the page has as much to do with the ideas expres- 

sed as the language itself. And even when non- 

linguistic elements, such as marks, punctuation, 


symbols and solitary letterforms are used, their 
physical appearance is essential to the meaning. and fita@icla 


The first experiments with visual poetry appeared 
early in the 20th century. In its simplest form, 

the arrangement of words echoes the theme of the 
poem. A love poem appears in the shape of a heart. 
A poem that equates 


the creativity ofa ¢¢ During the postwar period the whole art world was in 


tt ith that of . = = 
ae ee eee ferment. Painters, novelists, poets, composers, graphic 
chit: Sous designers — all shook off constraints, raided each 
about a cravat is other's territory and embraced every new movement.99 
typeset to look like 
anecktie. ¢ ee 

by Guillaume 

Some visual poets were expressionistic. They used Apolltnaire 


phonics, clusters of syllables, punctuation or 
letterforms to “resonate” against the eye and sug- 
gest various sounds. 


Still others created kinetic experiences by the 
way their words streamed, dribbled, raced or were 
haplessly blown across the page. 


During the post-World War II period, these early 
experiments culminated in a form called “concrete 
poetry.” The acknowledged father of the move- 
ment was a Swiss poet, Eugen Gomringen, who, 
during a frustrating dry spell with his sonnets, 
started to play with a freer form of writing. Instead 
of setting down ideas in a rational, linear, gram- 
matic form, he wrote in clusters of words called 

“constellations”— a word borrowed from Guillaume 
Apollinaire. Gomringen published his first works 
in 1953, and though he is considered to be the 
innovator of the form, in all fairness it must be 
said that similar experiments were taking place 
almost simultaneously in Brazil, Sweden, Italy, 
Germany and France. 
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Just as the visual 


worldwide 
movement in con- 


crete poetry owed poetry’s 


much to the visual 

experiments of Apollinaire, 

e.e. cummings, Man Ray and debt to 

others, they all owed a debt 

to graphic designers and typographic t O Ya h 
designers. It was during this same YP g ip ¥- - 
postwar period that designers in the 

graphic arts world started to break out of confin- ad . 

ing traditional formats. They raised typography and ails: versal 
from a purely servile element of communication 

to a major player. They used it expressionistically 


and to establish an esthetic aura. af Voice 
by Philip 
It isn’t necessary to dwell on which came first— Lamantia 


concrete poetry or innovations in typography. Dur- 
ing the postwar period the whole art world was 

in ferment. Painters, novelists, poets, composers, 
graphic designers—all shook off constraints, raided 
each other’ territory and embraced every new 
movement. They also looked back into primitive 
and historic forms for inspiration. (There are prece- 
dents for visual poetry and dramatic typographic 
layouts in old liturgical texts.) At the same time 

we saw typography serving the visual poets, we saw 
designers using typography so eloquently, their 
work qualified as poetry. 


Whatever the source of inspiration, it is reassuring 
to know there will always bea nucleus of creative 
people who get restless and lead us beyond the 
known. Even if they move us into uncomfortable 
terrain for a while, at least they keep us from dying 


; put 
of boredom. Marion Muller 


my ner 
ves over 
my eyes my 
veins over my 
skin and_ think 
HA! | decipher 
the talk of the gods! 


The works shown here appeared in an exhibition of 
Visual Poetry at MJS Books & Graphics in New York. 
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Pithesaen we 


know, is the conjunc- 
tion of esthetics and 
utilitarianism, poetry 
and engineering. 
Like other marriages 
of necessity or con- 
venience, it wavers 
between fondness and 
reluctance. While 
architects may be 
prone to speaking in 
metaphors, using 
forms, proportions 
and materials that 
may be symbolic of 
higher truths, the 
grimmer truth is 
that the public at 
large may be less 
appreciative of the 
poetics of the building 
than of how success- 
fully it functions as a 
place to live or work. 


But if there is an exception to this rule, it may come 
in the form of the staircase. Steps are a building 
form that can evoke the sublime in all of us. For 
while stairways lead down just as certainly as they 
lead up, we nevertheless associate the staircase as 


a route upwards, a trajectory with high hopes and 


4 Sculptor Michael Black created “The Swan 
Staircase” in cast aluminum for London's 
Science Museum. 

Photographer: Michael Black, London. 


> Steps leading to top of 25-foot city walls in Aigues- 
Mortes, France, were constructed in the 1200s. 
Photographer: Andreas Feininger, New York City. 


~~ Spiral staircase at the entrance to the Vatican 
Museums in Rome. 
Photo: Scala/Art Resource, New York City. 


aspirations. After all, yielding to gravity comes natu- 
rally to us. Resisting it requires efforts from the 
mundane to heroic. And it is here that we look to 
steps and staircases that span that same esthetic 
range. Steps that are carved in geography of the 
outdoors make the case most eloquently. Like those 


cut into the steep cliffs of the Greek island of San- 


torini that seem constructed to facilitate ascent, 
there is something noble about a building form that 
pits man against his natural, earthly and earthbound 
inclinations. While yielding to the gravitational 

pull of the earth requires little technical assistance, 
we need all the help we can get to achieve height, 

be it of the physical, intellectual or spiritual order. 
a” Celebrating this effort is a splendid book from 
Rizzoli, Steps & Stairways, by Cleo Baldon, Ib Mel- 
chior, and photographic consultant Julius Shulman. 


Stairways are not simply the access to the sublime, 


Forecourt area of the Town Hall and civic center 
in Sunderland, England. 
Photographer: Henk Snoek, London. 


this book suggests, but physical evidence of the 
sublime in themselves. Indeed, the book demon- 
strates the extraordinarily varied formats that such 
architectural exaltations can take. The perfect pro- 
portion and sweep to the grand spiral staircase at 
the Vatican suggests that any voyage to such rare- 
fied strata has its own precise rhythm. Then there 
are the waves of worn and Irregular stone steps of 
Wells Cathedral in Somerset, England, immortalized 
by photographer Frederick Evans in Sea of Steps, 
that say something else entirely of the history and 
labor of spiritual endeavors. 

a Nor is it simply a question of their form. Too, 
the surface decoration and embellishment of the 


staircase can match the exotic flights of their vari- 


ous forms. The Baroque spiral staircase in the 
library of the Melk Monastery in Austria has been 
painted to look like marble. The main staircase of 
the Hermitage is an ornate assemblage of gold leaf 
and lapis lazuli. In Seville’s Plaza de Espana, richly 
patterned glazed blue and white balusters sup- 
port handrails on bridges and stairs. Wood carvings 
and delicate metalwork abound. A chapter on 
staircases of the garden demonstrates how risers 
can be embellished with foliage and moss. 

ms The authors do not simply celebrate the struc- 
ture and surface of staircases. Too, they observe 
the functions besides the obvious that stairways 
serve. Most notable are the gathering areas, from 


private residential stoops to the grander outdoor 
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Detail of the spiral staircase painted to look like 
marble in the library of the Melk Monastery 

in Austria. 

Photographer: Julius Shulman, Los Angeles. 


At right & below: Two views of stairs from above at 
La Muralla Roja in La Manzera, a residential resort 
complex on a cliffin Alicante, Spain. 

Photographer: Glen Allison, Los Angeles. 


staircases of New York City’s Metropolitan Museum 
or Rome's Spanish Steps which both seat the audi- 
ence for urban street theater and serve, at times, as 
the stage itself. For children, steps and ladders are 
an agenda for learning and play alike. 

a” Steps & Stairways is a collaborative effort 
between a novelist (Melchior), an environmental 
designer (Baldon), and an architectural photog- 
rapher (Shulman). It is a provocative synthesis of 
talents and sensibilities that seems assured and 
compatible. The rhapsodic visuals of the book are 
balanced by the more restrained, factual and 
informative tone of the text. Together they celebrate 


the ceremony of ascent, from the primitive log lad- 


ders of a reconstructed Iron Age village in Denmark 


to the glistening assemblages of glass, steel, chain 
and rubber known as escalators. And while we learn 
invaluable technical data on the science of stair- 

cases (“A pitch over 45 degrees is not easy to climb, 
and one under 27 degrees is tedious and slow”) and 


are made familiar with terms such as runs, risers, 


winders and wreaths, and open and closed string- 


ers, the lyrics of form are more memorable than the 


language. Indeed, if there is any single building form 


that, despite ail its necessary attendance to human 


factors and grim rhetoric of ergonomics, remains 


pure poetry, it is the stairway. Here, happily, is the 


comprehensive anthology. Akiko Busch 


ieee tetera nti realeninnieitonigsaet tase osteo 
Akiko Busch writes about architecture, crafts and design. 


Currently she is working on Rooftop Architecture: The Art of 
Going Through the Roof, to be published in Spring '91 
by Henry Holt & Co. ° 
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art directors, 

sophisticated tastes 
posters of the time.”By 
ast, RKO, an upstart studio, portrayed such star players 
as Mary Astor with gaudy colors and offbeat compositions 
while suave Paramount wrapped Mae Westin muted, sensual 
hues and subtly suggestive poses and title treatments. But 
even in Hollywood, there were restrictions. “After the Hays 
Code,” says Hirschfeld, referring tothe self-imposed censor- 
ship strictures of the early '30s, “if we drew a couple kissing, 
they had to be upright. If they were embracing at an angle, 
the man had to have on his hat.” | 


When Gallup Polls reported the public’ Ss grownnd preference 
for photographic advertising, largely influenced by Life 
magazine’s Bauhaus/Constructivist style, movie studios took 
heed. Film stars also began to contractually demand photo 
likenesses on posters. Those factors, coupled with the incen- 
tives of lower-cost photography, rang down the curtain on 
the movie posters’ golden age. 


Stephen Rebello is author of Reel Art: Great Posters from the Golden 

Age of the Silver Screen (featuring the collection of Richard Allen), pub- 
lished by Abbeville, and of Alfred Hitchcock and the Making of ‘Psycho,’ 
published by Dembner Books. A contributing editor of L.A. Style, his 
work appears in Premiere, Gentleman's Quarterly, and Movieline. 


HEADLINE: ITC KABEL OUTLINE, ITC FIRENZE SUBHEAD: ITC KABEL BOOK — TEXT: BOLD, ULTRA BYLINE: BOLD 
CREDIT: DEMI,BOLD CAPTIONS: ITC CENTURY ULTRA, BOLD ITALIC, BOLD; ITC ZAPF DINGBATS 


a 
cal 
oe 
J 
pee 
a 
Jaen 
al 
a 
a 
= 
= 
SS 
ocd 
(pie 
— 
pe 
—<— 
i 
<j 
ye, 
i] 
bp 
J 
— 
i 
= 
<] 
> 
iS 
= 
eI 


va 


™ BRIAN Al 
Frank MORGAN Aline. MacMAHON | 


ERIC BLORE 4W.S. VAN DYKE 
of METRO-GOLDWYN-MAYER pict URE | 


( meee 


runt 
Saud Svened HORTON 
HELEN BRODERICK 
Suk RHODES: Suc BLORE 


Charles Darwin, 1986 
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O F Is caricature really dead in the United States? Once there were 
scores of periodicals offering sanctuary to renegade graphic 


critics and comedians whose gift it was to distort a visage, 


GES TURE metamorphose a body, and thus strip an individual of his or her 


physical defenses for all the world to see. Today 
the outlets for honest caricature are dwindling. 
With few exceptions acerbic caricature 


of the kind produced by the 


(Be : a 


set 


= 


= masters of the savage pen is today 
rejected by editors and publishers who 


refuse to offend the sacred cows. 
Federico Fellini, 1985 
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Each year the potential crop of Pericoli is a caricaturist and 
native American caricaturists withers i cartoonist with roots in the Euro- 
owing to the harsh environment. ho pean tradition—an approach to 
Without a hospitable marketplace : graphic commentary that eschews 
what's the use of even attempt- Ag: the simplistic idea or slapstick 
ing a harvest? Many talented he ce gag for personal statement using 
young artists, therefore, turn allusion, metaphor or allegory. 
from caricature to more wel- His drawings are multi-leveled 
come and lucrative forms of explorations of form and content. 
cartoon and illustration. How- The form is a fascination with 


ever, those deeply concerned —’ : beaux arts draftsmanship. The 
with the extinction of cari- i content is political, social, and 
cature do attempt to stem " cultural. Though commen- 


tary in terms of color 
palette and linear 
execution, these 
drawings are 
neither mod- 
ern, because 
complexity 


the tide. After all, there is no eh Sass iG 
dearth of subject matter or tar- Neg iv) Aah 
gets in America; indeed the world a 
is rife with folly, and whose makers 
are primed for graphic attack. 

But where does hope ultimately 
spring from? | believe that Tullio 
Pericoli's distinctive work pro- 
vides a model — perhaps even 
a direction. 
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Orson Welles, 1987 


Cat 


Albert Einstein, 1987 


is preferred over economy, nor moderne, because though he has style, 
he is not a stylist. Pericoli does not mimic fashion. 

With today's information being transmitted instantaneously 
through fiber optics, the visual world is at our fingertips. Which has 
given rise to a paradox: the graphic artist as a recorder of life is 
unnecessary. If true (and I suspect it is becoming more so), then inter- 
pretation based on moral and ethical value is what's expected of 
the contemporary caricaturist. Pericoli poignantly interprets man's 
relationship to the environment even in the most lighthearted work. 

Pericoli’s primary fascination with literature is a humanistic plea- 
sure. By environmentalizing the heros of literature (and culture) he 
weaves their familiar faces into patchworks of image and icon. If one 
theme recurs in Pericoli’s oeuvre— perhaps from a personal history 
— it is the depiction of the hero as child. Through distortion and exag- 
geration his heros become curiously smaller than life. Pericoli trans- 
forms a dewy-eyed Marcel Proust (1987) into the youth described in 


his own prose. He makes Robert Louis Stevenson (1986) at one with 
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the fantasy world he so brilliantly created. And Ernest Hemingway 
(1986) innocently dreams the little-boy dream of greatness and danger. 

Caricature, whether political, social or cultural, invariably har- 
nesses the great power of humor (acerbic or benign) to pump the heart 
and inform the mind. Pericoli is witty to a fault. His line is comedic, 
his ideas ironic. He uses color in the same way an actor uses gesture to 
enhance the role he is playing. Pericoli's soothing colors not only attract 
viewer attention, they highlight the personas of his subjects. Freud's 
darkish complexion. Sartre's reddish nose, Foucault's amberish eye, all 
subtly add truth to the humor. 

Is caricature in the United States dead? The obituary has yet to be 
written. Perhaps Pericoli’s work will encourage the grim reapers to give 
graphic humor a reprieve. His work certainly proves that smart carica- 


ture, though rare these days, is always welcome. 


Additional caricatures may be seen in Tullio Pericoli, Woody, Freud and Others, Prestel-Verlag. 


Woody Allen, 1987 
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HEINZ MOLTER. 


It's an old, old custom. People in 
love take to writing poetry or paint 
portraits of their adored objects— 


their lovers, their pets, their gardens, 


their favorite cities. And if they 
happen to be infatuated with letters 


and words, it’s only natural for them 


to express their reverence for the 

source of all writing—the alphabet. 
* The linoleum cuts you see 

here are the labor of two addicted 


: 
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artists. The words for “Ode to 

the Alphabet” were written by the 
Austrian poet, Josef Weinheber 
(1892-1945), a man known for his 
expressive ode and hymn poetry. 
The graphics are by Heinz Milter, a 
contemporary German artist, who 


has explored so many visual art 


forms. Rather than suggest his order 


of preference, it’s probably fairest 
(and fitting) to list them alphabet- 
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ically: advertising design, book 


design, calligraphy, drawing, letter- 
ing, painting, photography, print- 
making (linoleum and woodcuts), 
and typography. 
cuts, created in 1989, Molter aimed 
to complement Weinheber'ss vivid 
and sensitive characterizations of 
Roman letterforms. Each cut isa 


portrait and a poetic statement in 


one. Considering that the prints 
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In these lino- 


are a mere 2/2 x 3 inches overall, 


cutting the intricate characters 
and condensed text in script, serif 
and sans serif lettering was clearly 
not an undertaking for the faint- 
hearted. But then, nothing in 
Milter’s career suggests he ever 
tooktheeasy route. Heinz 
Molter was born in Benstorf, Ger- 
many, in 1917, received his basic 


arts training in the local arts and 
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returned to Germany in 1948, he & Pytpee hy, bays 
enrolled in the State Academy of Fine iteacgees x : 
Arts in Stuttgart for advanced study Le ‘ gt - ; : 3% 
in graphics. In the 1950s he worked : ; z: giz oA 
as a freelance designer, taught graph- git: 4 Pe 
ics and typography, and finally devo- : i " — = F 
ted himself to advertising design. 2 ik ‘ ° ¥ —— 3 : 
“ In 1986, acomprehensive PaZ. 3 aa ' Sheant : =* 
exhibit of Mélter’s work summed up $ 45; ee) ro. Bi 
his career. It was entitled “The Path 2° x Ga ae 
from Calligraphy to Advertising” ? ae : : $e, 
and it demonstrated how his love for atte =~: =e 7.7 33 
calligraphy and lettering propelled A Zasct. mse —ae — er eee Las 
him into drawing, printmaking #300 SCHWARZE LUFT, 232222 
printing on his own handpress, and 3 See * “VU N D AY E DRO H NT Peniere rs Ma 
onto all the side roads of the visual 2 a on 
arts. His eventual choice of advertis- 33 5 :V O N D ER D RO eA M ETEN . an ce 
ing design for his livelihood has in : : ae : ZO RN, U N D i M STU R M = ee 
no way impinged on his personal . : = 3 : STEHT DAS S, SAUS EN D. er 3 a 
expressiveness, as is clear from these : : 23 4 tU N D STEI L U N D STi ARK, a = 2 : 
imaginative prints. Simple arithme- avs: a | 
ae io i a a a ae ay 4 U N D ES ZISCH EN D ’ E +2 Pe 
these linocuts last year, was 72 at ms in - 2, - WASS ER S CHAUM EN D La 
the time. Obviously neither his hand . 3: we UB UBERERIRI N KEN D Sg : 138 ‘a 
nor his devotion to letterforms is t.3 =e "te TO FE Tes Lee Sy tay oes. ae rome ete are 
the least bit shaky. Marion Muller ous eetheda! oF Bee i or are yesteg# 23 
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HEADLINE: ITC BERKELEY OLDSTYLE MEDIUM INITIAL CAP: ITC STONE SERIF SEMI BOLD SUBHEAD: ITC ZAPF CHANCERY MEDIUM ITALIC 
TEXT: ITC BERKELEY OLDSTYLE BOLD; ITC ZAPF DINGBATS BYLINE: ITC BERKELEY OLDSTYLE BOLD ITALIC. 
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ITC American 
Typewriter® 
Light 

Light Italic 
Medium 
Medium Italic 
Bold 

Bold Italic 
Light Condensed 
Medium Condensed 
Bold Condensed 


ITC Avant Garde 
Gothic” 


Extra Light 

Extra Light Oblique 
Book 

Book Oblique 
Medium 

Medium Oblique 
Demibold 
Demibold Oblique 
Bold 

Bold Oblique 

Book Condensed 
Medium Condensed 
Demibold Condensed 
Bold Condensed 


ITG Barcelona” 
Book 

Book Italic 
Medium 
Medium Italic 
Bold 

Bold Italic 
Heavy 

Heavy Italic 


ITC Bauhaus” 
Light 

Medium 
Demibold 
Bold 

Heavy 


ITC Benguiat’ 


Medium 

Medium Italic 

Bold 

Bold Italic 

Book Condensed 

Book Condensed Italic 
Medium Condensed 
Medium Condensed Italic 
Bold Condensed 

Bold Condensed Italic 


ITC Benguiat Gothic” 


Book 

Book Italic 
Medium 
Medium Italic 
Bold 

Bold Italic 
Heavy 
Heavy Italic 


ITC Berkeley Oldstyle® 


Book 

Book Italic 
Medium 
Medium Italic 
Bold 

Bold Italic 
Black 

Black Italic 


ITC Bookman” 
Light 

Light Italic 
Medium 
Medium Italic 
Demibold 
Demibold Italic 
Bold 

Bold Italic 


ITC Caslon 224° 


Book 

Book Italic 
Medium 
Medium Italic 
Bold 

Bold Italic 
Black 

Black Italic 


ITC Century” 

Light 

Light Italic 

Book 

Book Italic 

Bold 

Bold Italic 

Ultra 

Ultra Italic 

Light Condensed 

Light Condensed Italic 
Book Condensed 

Book Condensed Italic 
Bold Condensed 

Bold Condensed Italic 
Ultra Condensed 
Ultra Condensed Italic 


ITC Cheltenham” 
Light 

Light Italic 

Book 

Book Italic 

Bold 

Bold Italic 

Ultra 

Ultra Italic 

Light Condensed 

Light Condensed Italic 
Book Condensed 

Book Condensed Italic 
Bold Condensed 

Bold Condensed Italic 
Ultra Condensed 
Ultra Condensed Italic 


ITC Clearface”® 


Regular 
Regular Italic 
Bold 

Bold Italic 
Heavy 
Heavy Italic 
Black 

Black Italic 


ITC Cushing® 
Book 

Book Italic 
Medium 
Medium Italic 
Bold 

Bold Italic 
Heavy 

Heavy Italic 


ITC Elan” 


Book 

Book Italic 
Medium 
Medium Italic 
Bold 

Bold Italic 
Black 

Black Italic 


ITC Eras® 
Light 
Book 
Medium 
Demi 
Bold 
Ultra 


ITC Esprit® 
Book 

Book Italic 
Medium 
Medium Italic 
Bold 

Bold Italic 
Black 


Black Italic 


ITC Fenice” 
Light 

Light Italic 
Regular 
Regular Italic 
Bold 

Bold Italic 
Ultra 

Ultra Italic 


ITC Flora™ 


Medium 
Bold 


ITC Franklin Gothic® 


Book 

Book Italic 
Medium 
Medium Italic 
Demi 

Demi Italic 
Heavy 
Heavy Italic 


Friz Quadrata 


Friz Quadrata 
Friz Quadrata Bold 


ITC Galliard® 


Roman 

Italic 

Bold 

Bold Italic 
Black 

Black Italic 
Ultra 

Ultra Italic 


ITC Gamma” 


Book 

Book Italic 
Medium 
Medium Italic 
Bold 

Bold Italic 
Black 

Black Italic 


ITC Garamond’ 
Light 

Light Italic 

Book 

Book Italic 

Bold 

Bold Italic 

Ultra 

Ultra Italic 

Light Condensed 

Light Condensed Italic 
Book Condensed 

Book Condensed Italic 
Bold Condensed 

Bold Condensed Italic 
Ultra Condensed 
Ulira Condensed Italic 


ITC Giovanni™ 
Book 

Book Italic 

Bold 

Bold Italic 

Black 

Black Italic 


ITC Golden Type™ 
Original 

Bold 

Black 


ITC Goudy Sans® 


Book 

Book Italic 
Medium 
Medium Italic 
Bold 

Bold Italic 
Black 

Black Italic 


TTC Isadora™ 
‘Regular 
Bald 


ITC Isbell® 
Book 

Book Italic 
Medium 
Medium Italic 
Bold 

Bold Italic 
Heavy 
Heavy Italic 


Italia 
Book 


Medium 
Bold 


ITC Jamille™ 
Book 

Book Italic 
Bold 

Bold Italic 
Black 

Black Italic 


ITC Kabel® 


Book 
Medium 
Demi 
Bold 
Ultra 


ITC Korinna® 


Regular 

Kursiv Regular 
Bold 

Kursiv Bold 

Extra Bold 

Kursiv Extra Bold 
Heavy 

Kursiv Heavy 


ITC Leawood® 


Book 

Book Italic 
Medium 
Medium Italic 
Bold 

Bold Italic 
Black 

Black Italic 


ITC Lubalin Graph’ 


Extra Light 

Extra Light Oblique 
Book 

Book Oblique 
Medium 

Medium Oblique 
Demi 

Demi Oblique 
Bold 

Bold Oblique 


ITC Mixage” 
Book 

Book Italic 
Medium 
Medium Italic 
Bold 

Bold Italic 
Black 

Black Italic 


ITC Modern No. 216° 
Light 

Light Italic 

Medium 

Medium Italic 

Bold 

Bold Italic 

Heavy 

Heavy Italic 


ITC New Baskerville® 


Roman 

Italic 

Semi Bold 
Semi Bold Italic 
Bold 

Bold Italic 
Black 

Black Italic 


ITC Newtext’® 
Light 

Light Italic 

Book 

Book Italic 
Regular 
Regular Italic 
Demi 

Demi Italic 


ITC Novarese® 
Book 

Book Italic 
Medium 

Medium Italic 
Bold 

Bold Italic 

Ultra 


ITC Pacella® 
Book 

Book Italic 
Medium 
Medium Italic 
Bold 

Bold Italic 
Black 

Black Italic 


ITC Panache™ 
Book 

Book Italic 
Bold 

Bold Italic 
Black 

Black Italic 


ITC Quay Sans™ 
Book 

Book Italic 
Medium 
Medium Italic 
Black 

Black Italic 


ITC Quorum” 
Light 

Book 
Medium 

Bold 

Black 


ITC Serif Gothic® 
Lighr 

Regular 

Bold 

Extra Bold 

Heavy 

Black 


ITC Slimbach’” 


Book 

Book Italic 
Medium 
Medium Italic 
Bold 

Bold Italic 
Black 

Black Italic 


ITC Souvenir® 
Light 

Light Italic 
Medium 
Medium Italic 
Demi 

Demi ltalic 
Bold 

Bold Italic 


ITC Stone Informal™ 


Medium 
Medium Italic 
Semi Bold 
Semi Bold Italic 
Bold 

Bold Italic 


ITC Stone Sans™ 


Medium 
Medium Italic 
Semi Bold 
Semi Bold Italic 
Bold 

Bold Italic 


ITC Stone Serif™ 


Medium 
Medium Italic 
Semi Bold 

Semi Bold Italic 
Bold 

Bold Italic 


ITC Symbol® 


Book 

Book Italic 
Medium 
Medium Italic 
Bold 

Bold Italic 
Black 
Black Italic 
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ITC Tiepolo” 
Book 

Book Italic 
Bold 

Bold Italic 
Black 

Black Italic 


ITC Tiffany 
Light 

Light Italic 
Medium 
Medium Italic 
Demi 

Demi Italic 
Heavy 
Heavy Italic 


ITC Usherwood’® 


Book 

Book Italic 
Medium 
Medium Italic 
Bold 

Bold Italic 
Black 

Black Italic 


ITC Veljovic” 
Book 

Book Italic 
Medium 
Medium Italic 
Bold 

Bold Italic 
Black 

Black Italic 


ITC Weidemann’® 


Book 

Book Italic 
Medium 
Medium Italic 
Bold 

Bold Italic 
Black 

Black Italic 


ITC Zapf Book® 
Light 

Light Italic 
Medium 

Medium Italic 
Demi 

Demi Italic 
Heavy 

Heavy Italic 


ITC Zapf Chancery” 
Light 

Light Italic 

Medium 

Medium Italic 

Demi 

Bold 


ITC Zapf International* 
Light 

Light Italic 

Medium 

Medium Italic 

Demi 

Demi Italic 

Heavy 

Heavy Italic 


INTERNATIONAL TYPEFACE CORPORATION OPERATES UNDER THIS NAME DOMESTICALLY AND IN FOREIGN COUNTRIES AND IS KNOWN AS “ITC” ITC AND ITS TYPEFACE NAMES ARE REGISTERED TRADEMARKS OF INTERNATIONAL TYPEFACE CORPORATION IN CERTAIN COUNTRIES. IN ADDITION, ITC TYPEFACES ARE PROTECTED 
BY DESIGN LEGISLATION AND COPYRIGHTS IN CERTAIN COUNTRIES. (SEE ITC SPECIMEN BOOKS.) 


ITC Latif™ ITC Boutros Setting ™ ITC Boutros Modern Kufic™ 


aul vasb) uur yen) 20 yes uGHT saul sak h4gS suyby cet 
ibs Youd ail) ucurimauc Sle yous) Bore aston usHTITALIC Vho gaa) sma H4qS ously ucHrmauic 
buygio LaubJ MEDIUM bugis Aris .yrybs medium bauugip +u22 $4gS gates mepium 
plo bugis Sub) MEDIUM ITALIC Yio buawgio poe (syle MEDIUM ITALIC Vile nuugio tund NigS usgies — meviumimatic 


soul LasbJ BOLD rye] ions ytd = BoD ngsul td jisS gps Bon 
plo d92u\ sab) BOLD ITALIC yaa sql poe pays Bow iTAtic Yale aguul Suan ‘Ques gaps sown atic 


ITC Boutros Calligraphy ™ ITC Boutros Kufic™ ITC Boutros Rokaa™ 
iiss ylaiis Quylas —LGHT cru (794 bas LIGHT Lew aey c_ MEDIUM 
Kes oeaal Bylais Quyles — LIGHTITALIC She aul gS Okey LIGHT ITALIC 
dawugie dptouuis ywylay mevium aitigic (Ag (yuybar— mevium 
Sole Janes S ouie ya pfay — MEDIUMITALIC Sle Jautigio gig guys wepium itatic 
29-1) Byptauine wr ynlay 010 1g.1t) Ag uy ccin 
Sale sgush'S ylauie yi gtas onrmc fie tga) pga gushes soorec 


ITC Display Typefaces 


ITC AKI LINES” ITC/LSC Condensed” 
LIS Typewriter Bole Owtllimes ITCLSC Condensed Italic’ 
ITC Bauhaus Heavy’ ITC Didi’ 
IC Bauhaus hleavw Outline’ [ic eras Oudlimnes 
ITC Bernase Roman® ITC Eras Contour’ 
ITC Bolt Bold” ITC Fat Face’ 
ITC/LSC Book Regular Roman: ITC Firenze’ 
ITC/LSC Book Regular Italic» ITC Franklin Gothic Outlines 
ITC/LSC Book Bold Roman: IC Franklin Shadow" 
ITC/LSC Book Bold Italic’ ITC Franklin Gothic Contour’ 
ITC/LSC Book X-Bold Roman’ ITC Gorilla: 
ITC/LSC Book X-Bold Italic: ITC Grizzly: 
ITC Bookmam Outline witin Qwasli? ITC Grouch’ 
ITC Bookman Contour with Swash’ ITC Honda’ 
[TC BUSORAMA LIGHT® [TC Kabel Outlines 
ITC BUSORANYA NYEDIUNY” ITC Kabel Contour’ 
ITC BUSORAMA BOLD” ITC Korinna Bold Outillime’ 
ITC Caslon Headline ITC MACHINE” 
ITC/LSC Caslon Light No. 223° ITC MACHINE BOLD’ 
ITC/LSC Caslon Light No. 223 Italic IC /ISC Manhattan: 
ITC/LSC Caslon Regular No.223° ITC Milano Roman’ 
ITC/LSC Caslon Regular No. 223 Italic: ITC NEON’ 
ITC/ LSC Caslon Bold No.223° (rls VIWIEEL” 
ITC/LSC Caslon Bold No. 223 Italic: ITC Rondo Light® 
ITC/LSC Caslon X-Bold No.223° ITC Rondof 
ITC/LSC Caslon X-Bold No. 223 Italic: ITC Ronda Bold” 
ITC Cheltenham Outliimes IC Serif Gotinic Bold Outlines 
ITC Cheltenham Outline Shadow: ITC/L&C Stymie Hairlinee 
ITC Cheltenham Contour° ITC Tom's Roman® 
ITC Clearface Outlines ITC Upright Regular: 
ITC Clearface Contour: ITC Uptight Neon: 


ITC Clearface Outline Shadow: 


a series about Ai people 


They come in all TYPES. 


The Times Romans and the Avant Garde Lights. 
The mavericks who create the typefaces and 
masters who work them into a fine design. They 
are the characters. The visual communicators. 
The artists behind the fonts, the folios and the 
graphic arts. And they come from The Art 
Institutes International. 


FACE IT. You’re a character too. Bold or 
demi, narrow or with a little extra leading, you’re 
in this magazine because you love it. Make it 
your life. 


THE ART INSTITUTES 
Intemational 


The Art Institutes International is the single 
largest source of visual communications pro- 
fessionals in the nation for a reason. We have 
the programs that let your imagination fly . . . 
and the training skills that make your character 
stand out . . . anywhere in the world. 


ARE YOU 0... TYPE? 


Find out more. Call or write for our free brochure 
‘taal “4 ? — on Visual Communications and the creative arts. 
a tip Then join the other characters who make visual 
. ee Vp communications a dynamic career. 


1-800-245-6710 


I’m a character. TYPE Mi E : 


C) Lam an employer of design talent. 
Please send me more information 
about the graduates of The Art 


Institutes, 1-800-245-6710 
C) lam interested in a career in design. 

Please send me information about 

The Art Institutes and their programs. 


1 
4) 


NAME 
ADDRESS 


CITY STATE 


) ( ) 
HOME PHONE # WORK PHONE # 


Please check the locations Iam interested in 
you are most interested in the following programs: 


L) Art Institute of Atlanta C] Visual Communications/ 
C) Art Institute of Dallas Advertising Design 

J Art Institute of Fort Lauderdale | Fashion Design 

O) Art Institute of Houston LU Photography 

| Art Institute of Philadelphia C] Interior Design 

CO Art Institute of Pittsburgh CO] Drafting 

(1 Art Institute of Seattle U1 Fashion Illustration 


L] Colorado Institute of Art C) Industrial Design 
Technology 
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ta tek 


by Barry Zuber 


Quick Looks 


Software 

Adobe® has released a new image-editing 
program for the Macintosh. Photoshop™ 
lets you retouch, colorize, edit and manipu- 


late 8-bit color, 24-bit color and gray scale 
images. $895. Adobe Systems Inc., 1585 
Charleston Rd., Mountain View, CA 94039- 
7900. (800) 344-8335, (415) 961-4400. 

Aldus® PrePrint™ for the Macintosh 
allows users to quickly and easily generate 
four-color separations of entire publica- 
tions—including text, illustrations and 
photographs. $495. Aldus Corporation, 

411 First Avenue S., Seattle, WA 98104. 
(206) 622-5500. 

Letraset® has announced three new 
programs that enhance the capabilities of 
their Macintosh products. ColorCalibrator™ 
is a utility for precise imagesetter calibra- 
tion to create ColorStudio™ separations. 
DesignStudio Separator™ (to be bundled 
with DesignStudio™ beginning in October) 
is used to produce full-page, four-color 


separations from DesignStudio documents 
direct to PostScript® color imagesetters. 
DesignStudio Separator can also separate 
color TIFE RIFE PICT 2 and encapsulated 
PostScript files. DesignScript™ is a macro- 
command language used for DesignStudio 
to automate the process of creating cata- 
logs, price lists, directories and other fixed 
format documents. For Macintosh. Color- 
Studio, $1,995. ColorCalibrator, free to regis- 
tered ColorStudio owners. DesignScript, 
$125. Letraset USA, 40 Eisenhower Drive, 
Paramus, NJ 07653. (201) 845-6100. 


Monitors 

SuperMac™ offers a 21” color, two-page dis- 
play with a resolution of 1152 x 870. Now 
you can see the entire spread of a two-page 
design in high resolution at less cost. Two- 


page displays can increase productivity as 
much as 60% by eliminating scrolling and 
panning that happens with smaller moni- 
tors. The display works with SuperMac 
video cards, Apple's new video cards and 
other third party cards. $4,499. SuperMac 
Technology, 485 Potrero Ave., Sunnyvale, 
CA 94086. (408) 245-2202. 


Printers 
Apple® introduced two new laser printers 
into their product line. The Apple Personal 
LaserWriter® SC is a 300 dpi, four-page-per- 
minute laser printer designed for personal 
use with Macintosh computers. The Laser- 
Writer SC prints using QuickDraw routines 
that come with every Macintosh.$1,999. 
The Apple Personal LaserWriter NT is a 
300 dpi, four-page-per-minute PostScript 


printer that works with Apple and IBM/ 
compatible computer systems. Because the 
LaserWriter NT is a PostScript printer, it is 
better for graphic design and publishing 
applications. The LaserWriter NT comes 
with the resident fonts common to Apple's 
other LaserWriters and also includes the 
IBM PC Extended Character Set. Hewlett- 
Packard® LaserJet® emulation for many 
business programs is also supported. 
$3,295. Apple Computer, 20525 Mariani 
Ave., Cupertino, CA 95014. (408) 996-1010. 
Nikon® has introduced a new desktop 
color printer that produces true-to-life 
color images for graphic designers. The 
Nikon Full Color Printer™ uses dye subli- 
mation technology with a resolution of 
1024x1280 to create 16.7 million colors. 
$12,950. Nikon Corporation, 623 Stewart 
Ave., Garden City, NY 11530. (516) 222-0200. 
DP-TEK™ announced a technology 
breakthrough that produces 600 dpi output 
from Hewlett-Packard 300 dpi LaserJet 
printers. Now you can have a 600 dpi desk- 
top typesetting system for around $3,000! 
For IBM/compatibles. $1,195. DP-TEK, 
3031 West Pawnee, Wichita, KS 67213. 
(316) 945-8600. 


Graphic Designers 

How would you like to access 470 Post- 
Script typefaces ona single disk? Or, how 
would you like to have a professional stock 
photo library of 5,500 images referenced 
by index for comps and presentations? 

NEC® has introduced two CD-ROM 
players and CD-ROM disks that can 
increase your design productivity. The 
Interset CDR-72™ is an external CD-ROM 
player that can hold 680 MB ona single 
compact disk. The Intersect CDR-35™ isa 
portable, battery-powered player that 
holds 540 MB of data. 

When you purchase Adobe Type Gallery™ 


WHAT'S MORE IMPORTANT 
THAN GETTING STRAIGHT A’S? 


It used to be you could choose the best font sim- 
ply by comparing the quality of a key character or 
two. Straight A’s and above-average B’s were the 

height of achievement. 
But lately, life’s gotten a little more compli- 
cated. Because now a lot of fonts from a lot of man- 
ufacturers look good, even on a 300 dpi laser 
printer. So it’s no longer enough to simply compare 
how fonts look. You have to think about how font 
software technologies work—today and tomorrow. 
For example, the Adobe Type 1 font technology 
got its start on the Macintosh: But one of the beau- 
ties of our technology is that it works just as well 
onan IBM’ PC or NeXT™ machine. This unheard 
of compatibility is all due to “device-independence; 
acornerstone of Adobe’s font technology from 
Day One. 
Device independence gives you the freedom to 
design a page ona personal computer screen (72 
dpi), proof it ona laser printer (300 dpi), then send it 
to a typesetter for hard copy output from high-end 
(1270 dpi) equipment. Or go straight to film separa- 
tions suitable for reproduction (2540 dpi)—as long 
as you use Adobe PostScript language devices and 
Adobe Type 1 fonts. 
And the same compatibility holds true even across 
computer platforms. The fonts that produce crisp laser 
output from a Macintosh will produce equally sharp 
output from an IBM PC, with the addition of the appro- 
priate screen fonts. So you won't need to duplicate your 
entire font library. 
Of course, Adobe Type 1 font software also works with 
any Adobe PostScript output device or other Adobe Post- 
Script software, like Adobe Type Manager-” You can choose 
from more than fifty PostScript-equipped laser printers, 
and as the number of PostScript devices grows, so do your 


I want to see more than a few straight A’s—show me every- 
thing from A to Z. Send me a free copy of Font & Function, 
Adobe's award-winning type catalog, with examples of type- 
faces from the Adobe Type Library. I have a\_\ Macintosh or 
IBM-compatible computer. To order call 800-83-FONTS. 


N : Ae 

iiss options for printing Adobe Type | fonts. CD-Rom disk package, you receive access 
Company name Telephone Ah, fonts. Our own Adobe Type Library contains more to three typeface families, up toa maximum 
Address than 600 of the highest-quality typefaces. And since we’ve of 15 individual typefaces, by calling NEC 
Ciy Sate Zip licensed the PostScript language to the biggest and the best to register as a user. Whenever you want to 


type vendors in the world, you can choose from literally 
thousands of PostScript Type 1 fonts. 
So if you think future hardware and software compati- 
bility is as important as high quality type, choose the Adobe 
Type Library. 
Because at Adobe, getting straight A’s is as important 


, Woz: 


purchase additional typefaces, just call 
NEC toll-free for an unlocking code to access 
the typeface family that is already on your 
disk. Each typeface is licensed by Adobe 
from foundries such as ITC, Linotype AG 
and Bigelow & Holmes. 

The Photo Gallery CD™ and Image 
Folio CD™ together contain over 5,500 
high-quality stock photos for use in design, 
layout, presentations and comps. Commer- 
cial use of the images is obtained by con- 
tacting the stock photo house and paying 
the licensing fee just as you would for any 
stock photo. 

The Adobe Type Gallery, Photo Gallery 
and Image Folio work with publishing and 
graphic design programs for the Macintosh 


Clip this coupon and mail to: Adobe Systems, Font & Function, 
PO. Box 7900, Mountain View, CA 94039-7900. 
Offer valid in the U.S.A. and Canada only. 


: Look for this symbol on computers. printers and other 
iq | POSTSCRIPT products that include PostScript software trom Adobe 
Systems lt'syour guarantee ot qualityand compatibility 
Adobe, the Adobe logo, PostScript and the PostScript logo are trademarks of Adobe Systems Incorporated 
registered inthe U.S.A, Macintosh isa registered trademark of Apple Computer, inc IBM isa registered 
trademark of International Business Machines. Corp. NeXT jsa trademark of NeXT Inc 
1990 Adabe Systems Incorporated. All rights reserved 
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or IBM PC. You also can listen to your favor- 
ite music from the CD player when it is not 
connected to the computer. CDR-72, $999. 
CDR-35, $599. Adobe Type Gallery, $399. 
Photo Gallery, $399. Image Folio, $399. 
NEC, 1255 Michael Drive, Wood Dale, IL 
60191-1094. (800) 826-2255. 


Letraset Software on CD-ROM 

Letraset has become the first software 
vendor to publish its entire line of software 
packages on CD-ROM. Letraset’s Studio- 
Line™ CD is an integrated set of packages 
ona single disk including: DesignStudio for 
page layout, ColorStudio for 24-bit color 
image composition and retouching, Image- 
Studio™ for gray scale and photo manipu- 
lation, LetraStudio™ for display type design 
and FontStudio™ for font creation and logo 
design. The package retails for $3,500 and 
represents a 20% savings if purchased 
separately. For Macintosh. Letraset USA, 

40 Eisenhower Dr., Paramus, NJ 07653. 
(201) 845-6100. 


Color Prepress Front-ends 

Unda® Inc. has announced a PostScript 
interface that makes it possible for users of 
Macintosh and IBM systems to transfer files 


to the Unda system for high-quality retouch- 


ing and production of color separations. 
The interface supports PostScript files 
created with Quark Adobe Illustrator™ 
PageMaker™ (Mac or IBM), Ventura 
Publisher™ and other programs that 
create PostScript files. Unda Inc., 6 West 
20th St., 9th Floor, New York, NY 10011. 
(212) 727-3310. 


One Minute Reviews 


When Does an IBM PC Act Like an 

Apple Mac? 

You'll know what I mean when you see the 
new Windows® 3.0 graphical user interface 
from Microsoft® Corporation. Windows 
3.0 gives IBM PCs and compatible compu- 
ters an easy-to-use graphical interface. 
What does this mean to you? It means that 
designers have an attractive, low-cost 
alternative when it comes to buying a sys- 
tem for graphic design. 

Microsoft did their homework by work- 
ing with consultants to create attractive 
three-dimensional icons and eye-pleasing 
color combinations for the desktop. Win- 
dows 3.0 comes with a color paint program, 
an executive word processor, a communi- 
cations program, calendar, dual-mode 
calculator, notepad, clock, cardfile, macro 
recorder and two games. You get all this 
for a list price of $149! Over 800 Windows 
programs are expected to be shipping by 
the end of this year with all the major Mac- 
intosh developers creating versions for 
Windows 3.0. For IBM 80286 or 80386 PCs. 
Microsoft Corporation, 16011 NE. 36th Way, 
Box 97017, Redmond, WA 98073-9717. 
(800) 541-1261. 


Graphic Design Programs for Windows 3.0 
The big three graphic design software com- 
panies for IBM personal computers have 
announced new Windows 3.0 compatible 
versions of their programs. Computer 
Support Corporation,’ Corel Systems® and 
Micrografx® are shipping products that 

take advantage of Windows 3.0 features. 
Computer Support Corporation, maker of 
Arts & Letters,” can import 24-bit color 

TIFF images, does masking and ships with 
5,000 pieces of high-quality clip-art. Corel 
Systems’ Corel Draw!® comes with 105 type- 
faces with the ability to edit and modify the 
outlines to create logos and special effects. 
Micrografx Designer” is a full-featured 


professional illustration program that has 

a slide presentation maker and supports 
output to high-resolution film recorders. 
For IBM PC. Arts & Letters 3.0, $695. 
Computer Support Corporation, 15926 Mid- 
way Rd., Dallas, TX 75244. (214) 661-8960. 
Corel Draw!, $595. Corel Systems, 1600 Car- 
ling Ave., Ottawa, ONT, Canada K1Z 8R7. 
(613) 728-9790. Micrografx Designer 3.0, 
$695. Micrografx Inc., 1303 Arapaho Rd., 
Richardson, TX 75081. (800) 272-3729. 


Fonts 

Edco® Services has announced a track/kern 
editing utility that allows users to tighten 

or loosen character spacing in documents. 
PM Tracker™ is designed for PageMaker 4.0 
on the Macintosh and allows a user to cus- 
tomize all tracks, point sizes, styles and 


fonts. Edco also provides kerning utilities 
for the leading IBM page makeup programs 
such as Ventura Publisher and PageMaker. 
$99. Edco Services, 12410 N. Dale Mabry 
Hwy., Tampa, FL 33618. (800) 523-8973. 

ICOM Simulations™ has released 
MacKern™ a utility that lets the user build 
and maintain kerning pair tables for each 
style of Macintosh font. MacKern also can 
alter font ID numbers to avoid conflicts 
between fonts. For Macintosh. $195. ICOM 
Simulations Inc., 648 S. Wheeling Road, 
Wheeling, IL 60090. (708) 520-4440. 

A word of caution when using kerning 
tables with a service bureau. If you have 
kerned type ina page makeup program 
and wish to have it output at your service 
bureau, the service bureau must have your 
kerning tables loaded into their typesetter 


when the job gets printed. Otherwise, 
what you give the service bureau to print 
will not look like what you want. This is 
also know as WYGIWYG—what you get is 
what you get. 

IBM® Corporation will be using font tech- 
nology from Adobe Systems to display and 
print typefaces on its entire line of compu- 
ters including PCs, mainframes, monitors 
and printers. This is a major boost for Adobe 
since Apple and Microsoft announced com- 
petitive Truetype font technology. 


Barry Zuber is a consultant and computer 
instructor for the Electronic Publishing & 
Design Center based in Schenectady, NY. He 
is also a principal of Egeland Wood & Zuber 
Inc., an award-winning graphic design and 
advertising agency. 


DOES MORE THAN ANY 


DAYLIGHT CAMERA 
YOU CAN BUY. 


AT ANY PRICE. 


As a basic stat system, the VGC 
Total Camera III will deliver a variety of 
quality photo reproductions. Enlarge- 
ments, reductions, film negatives and 
positives, halftone prints, line conver- 
sions. All produced quickly, easily, 
economically. In full room light. With all 
the precision you would expect from 
electronically-controlled automatic 
focus, exposure calculation and 
programmable memory. 

But that's only the beginning. Add 
specially matched components and 
the VGC Total Camera Ill becomes a 
full color camera, an offset platemaker, 
aslide enlarger, a phototype processor. 
And more. Far more, in fact, than any 
other daylight camera on the market. 


This extraordinary camera also 
comes with an unbeatable value- 
added package from VGC: 

* Training, warranty service and 
preventive maintenance by 
VGC’s own national technical 
service organization. 

* A full line of competitively-priced 
supplies available directly from 
VGC simply by dialing a toll-free 
number. 

* Access to attractive leasing and 
financing plans through VGC 
Credit Corp. 

To find out more about the 
remarkable VGC Total Camera lil, with 
no obligation, call toll-free today or 
send in coupon. 
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Call toll-free 
1-800-327-1813 
(9:00 a.m.-6:00 p.m. Eastern Time) 
Fax (305) 720-4406 


Port T------------------ 
VGCCORP & 
5701 N.W. 94th Avenue, 
Tamarac, FL 33321 


Please send information on the Total Camera III. 
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KEYNOTE 
KARRIE JACOBS 


MENTORS AND INFLUENCES 
PAUL RAND 


MASTER OF THE PSYCHEDELIC POSTER 
VICTOR MOSCOSO 


A History OF THE VISIBLE 


LANGUAGE WORKSHOP 
MURIEL COOPER 


THE ART OF PHOTOMONTAGE 
CARL FISCHER 


RACIAL STEREOTYPES IN 


AMERICAN POPULAR ART 
STEVEN HELLER AND 
ERIC PERKINS 


FORCED OBSOLESCENCE: 
THE CaPITALIst TOOL 
STUART EWEN 


® 
Coordinator: RICHARD WILDE 
Director: STEVEN HELLER 


SPONSORED BY THE S 


©V®S SCHOOL OF DISUA 


SATURDAY, FEBRUARY 23RD - SUNDAY, FEBRUARY 24TH, 1991 at THE Loews Summit Hote 


CONCURRENT SESSION I 


A History of Experimental 
Type Design 
MATTHEW CARTER 


Eros: Design and Censorship 
PHILIP MEGGS 


CONCURRENT SESSION II 


Alexey Brodovitch in Context: 


Early Years 
VIRGINIA SMITH 


Pioneers: Charles Coiner 


of N.W. Ayer 
ROGER REMINGTON 


CONCURRENT SESSION III 


The Canons of Typography 
ALLAN HALEY 


The Billboard in America 
JAMES FRASER 


REGISTRATION 


GRAPHIC DESIGN 
AL SYMPOSIUM 


OOL OF VISUAL ARTS 


Tal 


MODERNISM CO ECLECTICISIM 


A History OF AMERIC, 


CONCURRENT SESSION IV 


Humor in a Jugular Vein: 


A History of MAD 
MARIA REIDELBACH 


Working with Ladislav Sutnar 
PHILIP PEARLSTEIN 


CONCURRENT SESSION V 


American Resistance to Photo- 


montage Between the Wars 
SALLY STEIN 


Patents of the Streamline Era 
ERIC BAKER 


The Power of Design: 
A Panel Discussion on Graphic 
Design’s Impact on Society and 
the Environment 


MODERATED BY 
STUART EWEN 


209 East 23rd Street 
New York, NY [0010 


.-. MONOTYPE 
is pleased to display a few of the 
many faces who mill be presenting 
their unique and intriguing perspectives 
on the design, the manufacture, and the use 
of type as well as its past, present, and future 
to the attendees of Types0, ATyplgo, and 
the typographic community at large. 
Together, this cast of characters represents 
the collective expertise, knowledge, and 
authority of one of the very few compantes 
in the world today that has been 
matching type to technology 
Sor nearly 100 years 


... MONOTYPE. 


...RENE KERFANTE, ...ROBIN NICHOLAS, 


managing director of type drawing office 
Monotype Typography, manager and designer 
theorizes about the of Nimrod, describes 
state of Type After the transitions of 


The Millenium. Lead Type to Laser Light. 


..- MICHAEL HARVEY, ...JEFF LEVEL, 


stonecutter & letterer, type director for 
designer of that Monotype Typography 
Jazzy new Monotype Inc, presents — 
face — Ellington. A Taste of Type 


and Wine. 


... STANLEY MORISON, ..-RICHARD B BLACK, 


... MICHAEL JOHNSON, 


the well-known late, TrueType project deputy chairman of 


great, typographic leader & designer of Monotype, stresses the 


advisor to Monotype Zeitgeist, relates the importance of Typeface 


remembers himself as hard facts about Design Protection and 


Roman Stanley Revived. Making Type True. Typographic Standards. 


from A | 


... Monotype features these : Tt) 
new Classic Font releases at Typeso. 


... BRUNO MAAG, 

manager of custom 

type services, presents 
(with help from Liz Daron) 
— ReadabilityandLegibility, 

An Installation of Visual 


Reflexes. 


POrPHZAmMa 


‘lypeso0 


...Monotype 
is a corporate sponsor 


of Typese and the host ...RON CARPENTER, 
of this years . ; 
ATyal Conaiess senior type designer. 


His Cantoria and Calisto 


atypi90 


types are joined by Amasis. 


Monotype 


... DAVID SAUNDERS, 
typographic consultant, 
talking about the 
selection criteria, 


the trials and the 


tribulations of 


MONOTYPE TYPOGRAPHY INC 


Creative Type MONOTYPE TYPOGRAPHY 
Suite 504 - 53 West Jackson Blvd 
Chicago Illinois 60604 USA 

312 855 1440 or 1 800 MONOTYPE 


FAX - 312 939 0378 


a division of The Monotype Corporation ple 


Production Today. 


Honeycrock Lane, Salfords 
Redhill RH1 5JP ENGLAND 
0737 765959 FAX — 0737 769243 


Monotype, Amasis, Centaur, Ellington, Monotype Garamond, Grotesque, Nimrod, Van Dijck, and 
Zeitgeist are registered trademarks of The Monotype Corporation ple and are registered in the 
United States Patent & Trademark Office and in certain other countries. Classic Fonts is a trade- 
mark of The Monotype Corporation plc. TrueType is a registered trademark of Apple Computer 
Incorporated, This advertisement is set in Monotype Garamond, Grotesque, and Van Dijck typefaces. 


At Apple, 


we know this is not 
what you mean bya 
escender. 
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We also know what you mean by great type. 

Great type is the work ofa designer who pos- 
Sesses a Sensitivity to form, balance, and color. 
Great type is a neverending source of ideas 
and inspiration. Great type is what you demand 
for your work. 

At Apple, what we mean by great type is all 
those things and then some. Great type should 
be available on any Apple’ Macintosh’ personal 
computer. It should be easy to install. It should 
look terrific on any Macintosh monitor And it 
should print on any output device, whether 
it’s a dot-matrix printer, film recorder, or high- 
resolution imagesetter. 

In short, great type is never compromised by 
technological constraints. 

At Apple, great type is called TrueType" a 
revolutionary type technology available soon 
for Macintosh. 


g 


a. 


© 1990 Apple Computer, Inc. Apple, the Apple logo, and Macintosh are registered trademarks of Apple Computer, Inc. TrueType is a trademark 
of Apple Computer, Inc. 
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Thousands of graphic elements go into typeface design 
to give it grace, balance, beauty and clarity. 


Berthold 


TYPES AND DIGITAL SYSTEMS FOR TEXT AND IMAGE PROCESSING. QUALITY FOR ALL WHO HAVE SOMETHING TO SAY IN WORDS AND PICTURES. 
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If you are a creative type, you know that 
the right typeface can have impact and the 
wrong one can be a disaster. 

With Fontographer®, The Art Importer“ 
and Metamorphosis", you can easily create 
and edit PostScript® fonts. 

And make them all your type. 


Being a creative type, you'll love designing 
your own typefaces, foreign character sets, logos, 
and other intricate artwork with Fontographer, 
the Macintosh” industry standard for PostScript 
language type design. Fontographer 31 generates 
Type 1 fonts which are ATM" compatible, Type 3 
fonts, and EPS files. Paste in your graphic outlines 
from Aldus FreeHand” and Adobe Illustrator®, trace 
a scanned image, edit an existing font, or create your 
own unique font from scratch with Fontographer. 

The Art Importer lets you turn your award-winning 
artwork into high resolution, full color PostScript 
language fonts. You can use all your company logos, 
symbols, signatures, and graphics as typeface 
characters. Your artwork can be EPS format from 
illustration programs like Aldus FreeHand and 
Adobe Illustrator, as well as PICT files from programs 
like MacDraw® and SuperPaint. 


Trademarks are the property of their respective holders. 


And you can really get creative when you use 
Metamorphosis to convert your PostScript fonts 
into editable outlines. You can give your characters 
all the special effects your mind can imagine—and 
your Macintosh will allow—in any illustration program, 
like FreeHand or Illustrator... or even Fontographer. 
Plus, with Metamorphosis, you can convert your 
Type 3 fonts into Type 1 format (ATM-compatible), 
and vice-versa. 


So, what do you say? Anyone can be a creative 
type—especally types like you! 


Suggested retail prices: Fontographer — $495; The Art Importer — $179; Metamorphosis — $295 , 
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New ITC Subscribers Include: 


Synapsis Corporation Ltd. 


Synapsis (Encino, California) has signed a 
typeface licensing agreement with ITC 
enabling Synapsis to provide ITC typefaces 
to users of their electronic forms products 
and services in downloadable and printer 
cartridge formats for Hewlett-Packard 
LaserJet” and compatible laser printers. 


Synapsis is an electronic forms automation 
vendor focusing in all CPU hardware envi- 
ronments and up to 50-page-per-minute 
non-impact printers. 


Synapsis Corporation Ltd. 
5460 White Oak Avenue 
Suite A336 

Encino, CA 91316-2407 
(818) 906-1596 


ITC 


Electra Font 
Technologies, Inc. 


Electra Font Technologies (Waltham, Massa- 
chusetts), a supplier of high-resolution, high- 


quality fonts for the graphic arts industry, 


offers its customers ITC typefaces from the 
entire URW and AGFA Compugraphic libraries. 


These typefaces are available in Cambray, 
Type | and Type III PostScript formats, and 


are optimized for high-resolution imageset- 


ters and imageprinters to meet the highest 
typographical standards. 


Electra Font Technologies, Inc. 
Reservoir Place 

160! Trapelo Road 

Waltham, MA 02154 

(617) 890-1288 


red trademarks of their respective manufacturers. 


Zenographics, Inc. 


A leader in providing high-performance, 
Microsoft Windows™based printing solu- 
tions, Zenographics (Irvine, California) 
has signed a typeface licensing agreement 
to provide ITC typefaces in its products. 


ITC typefaces are currently available in 
SuperFonts,” an add-on font package 
and companion product to SuperPrint, 
Zenographics’ powerful printing utility 
for non-PostScript printers. 

Zenographics, Inc. 

4 Executive Circle 

Suite 200 


Irvine, CA 92714 
(714) 851-6352 


ITC 


Crosfield Lightspeed Inc. 


Crosfield Lightspeed (Boston, 
Massachusetts) and ITC have 
recently finalized a font licens- 
ing agreement that provides 
users of the Lightspeed Color 
Layout System” with access to 
ITC’s typefaces. 


Crosfield Lightspeed Inc. 
47 Farnsworth Street 
Boston, MA 02210 

(617) 338-2173 


ITC 


Pacific Data Products, Inc. 


Pacific Data Products (San Diego, Calli- 
fornia) and ITC have recently signed a 
typeface licensing agreement to pro- 
vide ITC typefaces in PDP type products 
including Pacific Page” Pacific Mac 
Page™ and Pacific Outlines™ Pacific 
Data Products is a supplier of products 
designed to facilitate the production 
of high-quality output from laser 
printers. 


Pacific Data Products, Inc. 
9125 Rehco Road 

San Diego, CA 92121 
(619) 552-0880 


ITC 


LaserMaster Corporation 


LaserMaster Corporation (Eden Prairie, 
Minnesota) and ITC have recently signed 
alicensing agreement allowing Laser- 
Master to use ITC typefaces within the 
LaserMaster 135 Typeface Classics 
collection. LaserMaster develops, manu- 
factures and markets printer and display 
controllers and personal typesetters to 
the publishing, desktop publishing and 
graphics community and includes the 
LaserMaster 135 Typeface Classics with 
most of its products. 


LaserMaster Corporation 
7156 Shady Oak Road 
Eden Prairie, MN 55344 
(612) 944-9330 


ITC 


ust when you 
think you know it all 
— things change! 


That’s why our Computer Graphics for Design™ conferences, 

THE NEW TOOLS™/FALL 90 & THE NEW DESIGNER™/SPRING 91, 
present seminars that focus on the design tools that will be used 
during the 90s, and highlight detailed case studies of designers 

who have changed successfully. 

And the New Tools Exhibits, at both conferences, feature important 
hardware and software from key manufacturers of computer 


graphics systems for design. 


Computer Graphics for Design 
DECEMBER 2-5 1990 & JUNE 3-5 1991 GRAND HYATT NEW YORK 


To learn more, call or write: 
Center for Computer Graphics for Design 
45 Stephenson Terrace Briarcliff Manor NY 10510 
Telephone 914.741.2850 Fax 914.741.2853 
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Characters 


Characters Typographic Services Inc. 
5 West 36th Street, New York NY 10018 212/947-0900 Fax 212/695 5594. 
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International Typeface Corporation is pleased to offer the IT" C Typeface Directory, which details all ITC typeface families 
available for both IBM and Macintosh computer environments from ITC licensed Subscribers. In the chart, ll squares 
indicate the Subscriber offers the complete ITC typeface family. Likewise, @ circles indicate a partial availability for that 

typeface family. For more information, please call the ITC Typeface Directory at (800) 634-9325 or Fax (212) 752-4752. 
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ITC Berkeley Oldstyle® 
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B complete family @ partial family IBM isa registered trademark of International Business Machines. Macintosh is a registered trademark of Apple Computer Incorporated. 
Adobe Systems Inc., 1585 Charleston Road, PO Box 7900, Mountain View, CA 94039-7900 QMS/Imagen Corporation, 2650 San Tomas Express, PO Box 58101, Santa Clara, CA 95052-8101 
(800) 344-8335 (408) 986-9400 
EEA AGEA Compugraphic, 90 Industrial Way, Wilmington, MA 01887 (508) 658-5600 EEE Linotype Company, 425 Oser Avenue, Hauppauge, NY 11788 (516) 434-2099 
Autologic Inc., 1050 Rancho Conejo Boulevard, Newbury Park, CA 91320 (805) 498-9611 [EE The Font Company, 12629 North Tatum Boulevard, Suite 210, Phoenix, AZ 85032 (602) 998-9711 
[ER 1. Berthold AG, Teltowkanalstrasse 1-4, D-1000, Berlin 46, West Germany 011-49-30-7795-439 Varityper, 11 Mount Pleasant Avenue, East Hanover, NJ 07936 (800) 526-0767 
EB Bitstream Inc., Athenaeum House, 215 First Street, Cambridge, MA 02142 (617) 497-6222 Monotype Typography Inc., Suite 504, 53 West Jackson Boulevard, Chicago, IL 60604 
| 6 | Image Club Graphics Inc. #5, 1902-1] Street Southeast, Calgary, Alberta, Canada T2G 3G2 (800) MONOTYPE 


(403) 262-8008 


INTERNATIONAL TYPEFACE CORPORATION OPERATES UNDER THIS NAME DOMESTICALLY AND IN FOREIGN COUNTRIES AND IS KNOWN AS “ITC” ITC AND ITS TYPEFACE NAMES ARE REGISTERED TRADEMARKS OF INTERNATIONAL TYPEFACE CORPORATION IN CERTAIN COUNTRIES. IN ADDITION, ITC TYPEFACES ARE PROTECTED 
BY DESIGN LEGISLATION AND COPYRIGHTS IN CERTAIN COUNTRIES. (SEE ITC SPECIMEN BOOKS.) 
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1. Villu Toots — ‘Kalligraafia” 


Archival paper 
14 color hand pulled serigraph 


20" x 26" $85 


errr 


We pride ourselves in our hand pulled serigraphs. Our edi- 
tions are created on certified archival papers, many of them 
hand made. Each color is meticulously registered and hand 
pulled by outstanding craftsmen. Designers have placed 
them in homes and businesses internationally. 


(Oise ashe Grows OU TEACH ALL TINGS Aeschylus 


3. Sheila Waters ‘Ecclesiastes’ 
Signed, archival paper 

2 color hand pulled serigraph 

16 1/2" x 22 1/2" $40 


5. Sheila Waters “Lord Bless You’ 6. Marsha Brady ‘Starlight Night" 
Signed, archival paper 200 signed/numbered, archival paper 
2 color hand pulled serigraph 3 color hand pulled serigraph 

16 1/2" x 22 1/2" $40 16 1/2" x 22 1/2" $45 


International Letter Arts Network represents a new generation of pen and 


7. Larry Brady “Nativity” brush artists. Our publishing house was founded with a quality oriented 
150 signed/numbered, handmade paper Board of Advisors to provide public access to the work of fine lettering 
sh 0 ag vo igs artists. These works include prints, educational and art publications, 

x 


audio/video tapes, and seminars. 


Please 
Print 
Clearly 


Name : Title 
Compan Address 


Phone 
Quantity 


All orders shipped postpaid. New York State residents add Payment [no cash or COD orders]: 
state/local tax. Allow 4-6 weeks for delivery. Individual O My check/money order for 
serigraphs may arrive separately. We cannot deliver to P.O. U.S.$ is enclosed. 
Box without a street address. O Please charge my 
Payment in full must accompany order. O MasterCard Visa 

9. Sheila Waters "Stars" BookShop returns valid within 10 days of receipt. ( eS, B= 
Signed, archival paper Please return via Registered Mail. Exchange for BookShop credit only. Frosrcod) mee 
2 color hand pulled serigraph re 


16 1/2" x 22 1/2" $40 Include all numbers—card companies require it.| Date 
J Name [print] 


[as it appears on card] 


Expiration Date______ Signature [required for credit card orders] 


Applicable NY Sales Tax| | 
rc aa 


2. Karlgeorge Hoefer ‘Alphabet’ 
Signed, handmade paper 

3 color hand pulled serigraph 

20 "x 26" $55 
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- WHAT 1S OUR BUSINESS? 
~ WHO IS OUR CUSTOMER? 


WHAT DOES THE CUSTOMER 
CONSIDER VALUE? 


4, Timothy Botts “Peter Drucker’ 
Lithograph with gilt silkscreen 
D'Arches paper 

20 "x 26" $75 


8. Sheila Waters “Les Livres" 
Signed, archival paper 

2 color hand pulled serigraph 
16 1/2" x 17" $40 


County [Ny State residents only City/State/Zip Home [7] Business] 


OJ 1am 1 1am not U&le subscriber 


For faster service, call 

[800] 634-9325 

M-F, 9-5 EST [USA only] 

NYC area call [212] 371-0699 


U&lc BookShop 866 Second Ave. 3rd Floor New York NY 10017 
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Pe ee, 
- 


S psychic 


and 
ike any other extension of 


social 


consequences 


that 


suddenly shifted previous boundaries | and patterns of culture. 


(” bringing the ancient and medieval worlds into fusion— ) 


GD as some would say, | confusion | - 
b) the Printed Book created a third world, 
Aaa 


the ry 
soda 4 ectric 
world, 


extension of <-> 
Marshall McLuhan, 


The Medium is the Message 


M 


ITC CENTURY LIGHT, BOOK, BOLD, BOOK CONDENSED ITALIC, ITC/LSC CONDENSED, ITC ERAS MEDIUM, DEMI, ULTRA, ITC FRANKLIN GOTHIC BOOK, HEAVY, ITC GALLIARD ITALIC, BOLD ITALIC, ITC GARAMOND LIGHT, BOLD ITALIC, ITC NEW BASKERVILLE ITALIC 
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The Business-to-Business Directory of Products and Services in the Graphic Arts & Printing Industries 


Category Headings 2a. Typesetting 6. Color Separations 


Advertising Agencies 
Art Services 
Typesetting 

Art Supplies 

Book Design 

Color Proofing 

Color Separations 
Computer Graphics 
Computer Training 
Desktop Publishing 
Graphic Design Services 
11. Pre-Press Services 
Printers 

. Specialty 

. Offset-Web-Commercial 
Barcoad Masters 


Ns 


Vena Ye 


Additional categories are 
available upon request. 


1. Advertising Agencies 


World-Wise Advertising 
325 W. 45th Street 

New York, NY 10036 
212-247-0124 

Brochures, ads, catalogs, 
mailings, logos, etc. 
Copy, Design, Marketing. 


2. Art Services 


Art Directors’ Studio 
419 Park Avenue South 
New York, NY 10016 
212-689-9888 

Fax: 212-689-7548 
1-800-526-7439 

Florida, 407-482-7927 
Clip Art, Storyboard Art, 
Animatic Art, Color 
Corrected Product for 
Photography. 


Froehlich Advertising 
Services 

8 Wanamaker Avenue 
Mahwah, NJ 07430 
201-529-1737 

Fax: 201-529-1107 
Product, logo, B&W line 
drawings. Send sample 
of work desired. 


World-Wise Advertising 
325 W. 45th Street 

New York, NY 10036 
212-247-0124 

Brochures, ads, catalogs, 
mailings, logos, etc. 
Copy, Design, Marketing. 


Characters Typographic 
Services, Inc. 

5 West 36th Street 

New York, NY 10018-7912 
212-947-0900 

Fax: 212-695-5594 


Galaxy Studios 

701-4th Avenue South 
Minneapolis, MN 55415 
612-333-2341 


Mates Graphics 

658 Allwood Road 
Clifton, NJ 07012 
201-778-9108 

Specializing in magazine 
typesetting and prep, in 
both desktop and tradi- 
tional environments. 


Spectrum Multilanguage 
225 W. 39th Street 

New York, NY 10018 
212-921-5246 


Waldman Graphics 

9100 Pennsauken Highway 
Pennsauken, NJ 08810 
800-543-0955 

Fax: 609-665-1789 


3. Art Supplies 


Prop Art 

5 West 36th Street 

New York, NY 10018-7912 
212-947-0900 

Fax: 212-695-5594 


Purveyors of Art & Design Materials 
302 East King Street 

Boone, NC 28607 

704-265-0209 


4. Book Design 


Naughton Book Design 
Wilcox Settlement Road 
Prescott, ME 04652 
207-733-2407 


5. Color Proofing 


Characters Screen Printing 
5 West 36th Street 

New York, NY 10018-7912 
212-947-0900 

Fax: 212-695-5594 

TV hero package props, 
transfers, air brushing, 
Problem Solvers. 


Identicolor International 

720 White Plains Road 
Scarsdale, NY 10583 
800-346-8815 

Fax: 914-472-0954 

Call today for free sample kit. 


Waldman Graphics 

9100 Pennsauken Highway 
Pennsauken, NJ 08810 
800-543-0955 

Fax: 609-665-1789 


7. Computer Graphics 


MGI Computer Graphics 
2730 North 46th Street 
Milwaukee, WI 53210 
414-444-3500 

Fax: 414-444-3774 
Professional quality slides 
from Adobe Illustrator, 
Aldus Freehand, etc. 

1-2 day service, disk or 
modem. 


Infinite Graphics Inc. 
4611 East Lake Street 
Minneapolis, MN 55406 
612-721-6283 


Erik Murphy 

Graphic Design 

287 Roxbury Street 

Keene, NH 03431 
603-357-1462 

Decorative or information 
charts, diagrams, graphics 
in PostScript. 

Call 603-357-1462 

for samples. 


8. Computer Training 


Training Solutions 

P.O. Box 1267 

Mobile, AL 36633-1267 
1-800-Train-15 

Authorized Training in: 
Ventura Publisher, Corel 
Draw, Interleaf Publisher. 
Call for schedule. 
Customized in-house train- 
ing solutions available. 


9. Desktop Publishing 


Waldman Graphics 

9100 Pennsauken Highway 
Pennsauken, NJ 08810 
800-543-0955 

Fax: 609-665-1789 


Compatible Sytems Engineering 
7630 Little River Turnpike 

Suite 216 

Annadale, VA 22003 
703-941-0917 


10. Graphic Design Services 


World-Wise Advertising 
325 W. 45th Street 

New York, NY 10036 
212-247-0124 

Brochures, ads, catalogs, 
mailings, logos, etc. 
Copy, Design, Marketing. 


Lee Goodman Design 
461 West 47th Street 
4th Floor 

New York City 10036 
212-974-0297 

Fax: 212-974-0297 


LEE & JUDI... 
JUST 
SLIGHTLY 
WEST OF 
MIDTOWN. 


LEE 
JuoDI 


GOODMAN 
ORLICK 


Desktop Design, Consultation & Production 
461 West 47th Street New York, NY 10036 
212 974 0297 


U-Design 

201 Ann Street 
Hartford, CT 06103 
203-278-3648 


11. Pre-Press Services 


Waldman Graphics 

9100 Pennsauken Highway 
Pennsauken, NJ 08810 
800-543-0955 

Fax: 609-665-1789 


Multifacit Graphics 
120 Francis Street 
Keyport, NJ 07735 
201-888-9495 


Waldman Graphics 

9100 Pennsauken Highway 
Pennsauken, NJ 08810 
800-543-0955 

Fax: 609-665-1789 
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12a. Specialty Rates and Circulation 


Characters Screen Printing 1x 2x 3x 
5 West 36th Street 


New York, NY 10018-7912 Bold Company Listing $75.00 $70.00 $65.00 
212-947-0900 
Fax: 212-695-5594 Super Bold Company Listing $125.00 $115.00 $110.00 
Additional Line $50.00 - - 
12b. Offset-Web-Commercial 
Additional Listing $50.00 - - 
Lincoln Graphics (under different heading) 
1670 Old Country Road 
Plainview, NY 11803 Logo Listing (2 1/4" x 1 3/4") $325.00 $300.00 $280.00 
§16-293-7608 ; 
Fax: 516-293-7608 Standard Classified Display $725.00 $685.00 $640.00 


We print U&lc. (2 1/4" x 4") 


Leopold Graphics 
4650 Paul Street 
Philadelphia, PA 19124 
215-743-1911 


Advertising bookings are due the Friday 6 weeks prior to the publication date. 
Advertising materials are due the Friday 5 weeks prior to the publication date. 


Circulation 
150,000 


Color Art 

10300 Watson Road 
St. Louis MO 63127 
314-966-2000 


Call 800-825-7638 and see how 


you can qualify to be listed! Industries served 
21% Printing, Publishing and Typesetting 


13. Barcode Masters 34% Government and Education 


Ka ee Ic Buyer’s Guide 45% Advertising, Design and Production 

meoalty sida 162 Wall Street 
cience rarkway Princeton, NJ 08540 Advertising Closing Dates 

Okemos, MI 48864 Fax: 609-921-7296 1990: ‘ Issue P Closing 
517-349-7608 174 1/12/90 
All major symbologies, : 
knowledgeable telephone na nee 
consultation. 4 eis 
Same day service — ia 
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Advertisers 
Index 


index to 


ITC TYPEFACES 


ITC AVN Garde: Gothlet  iceasciscerosastaye aarals weaacenas cam 10, 11, 12, 13, 14, 18 

ITC Berkeley Oldstyle® 22-25, 42-45 

ITC Bookman® Advertiser Page # RSC # 

IC GENTE Sa casos nt acuns sr eeoesmrlena ton aureneae ce eA ReeRoras 12, 13, 37, 63 

ITC Cheltenham” —- 

ITC Eras® Adobe 50 

IG FH (CO het st a,g, 4 tee cecceaabaivcreiee eras wiawwlamysle Mic eeetnen aaeee 14, 18, 20, 22, 30 Altsys 57 201 

ITC Firenze® 

Ge Rea OIIOT «x ress xuteavess 2s cia vxdevanens 11, 12, 14-15, 30-33, 63 Apple 54-55 239 

ITC Galliard® Front Cover, 11, 13, 63 Berthold 56 238 

ITC Goudy Sans® Bitstream 8 203 

ITC Kabel® 

ITC Korinna® Bitstream 2 235 

UKCAESC]CONDENSOG®, fui cota wmgreretotenistastaavsiay a5 eae Waa oan eetes 17, 63 

Be elie ce odicot msanecicoudeace sh ee ethos 10, 15, 18 Characters 59 218 

ITC Machine® Front Cover hics Conferences 59 219 

NIG MINDGOS rahe nadir avokroastat ee Wasiiaiet catenin au eres a as fark eae 10, 20-21 Computer Gray 

MTR ic iicrnni Sixes nae SeRNNCRdR kaarn Btn Ate 12, 26-29 Computer Support 2-3 227 

IEC INEWIBOSKERVING 2 ini fick Gira cite seca tamtes oaewne ponent 10, 14-15, 18, 63 i 

ITC Newtext® Design Schools 49 205 

IPGQUOY SONS vice saa awn ad Heenan aRdanmenis 27, 29, 39-4) 22 

ITC Serif Gothic® 1 Font Shop ua . 
Graphic Composition 61 206 

ING StoneISans ernie ad kesh sae rcrdiatenuies ot 10, 14-15, 16-17, 18-19 2 

ITC Stone Serif™ Identicolor 4-S 207 

ITC Tiffany. F 

ITC Veljovic® ITC Type Directory 60 236 
Linotype 67 209 

MUG ZOOGRONCEIYE > a sainstinicccvowd Laczuoted Sima tau Sara tualheancs 18, 22-25, 30, 42 

ITC Zapf Dingbats® 14-15, 22-25, 26-29, 31-33, 34-37, 43-45 Monotype 53 214 
Phil’s Photo BC 211 
Visual Graphics Corporation $1 215 


GRACE YOUR SPACE WITH THIS SUPERB LIMITED, SIGNED, 


COLLECTIBLE, SILKSCREENED POSTER. DESIGNED TO RAISE THE TYPEFACE CONSCIOUSNESS OF CLIENTS, 
COLLEAGUES, FRIENDS, VISITORS AND OTHERS. INSPIRED BY THE ELEGANT CONTEMPORARY CENTAUR FACE, 


BASED ON THE NICHOLAS JENSEN ORIGINAL, BUT REDESIGNED AND REFINED IN 1906 BY BRUCE ROGERS. WITH 


THE ELEGANT CENTAUR CAPITALS 
DISTRIBUTED AROUND THE MYSTE- 
RIOUSLY DRAMATIC FIGURE OF 
CHIRON, THE WISEST OF ALL 
CENTAURS. INTERPRETED, ILLUMI- 
NATED AND PRESENTED WITH 
COLOR AND FLAIR BY CAROL 
DENISON OF SAUSALITO’S DENISON 
DESIGN ASSOCIATES. FIRST IN AN 
OUTSTANDING NEW SERIES SPON- 
SORED BY THE BAY AREA'S MERCURY 
COMMUNICATIONS AND OFFERED 
EXLUSIVELY THROUGH THE U&lc 
BOOKSHOP. POSTER MEASURES 
214" x 214". IT IS HAND-PULLED AND 
PROOFED FOR PROPER INK BALANCE, 
A LIMITED NUMBER OF THIS EDITION 
NOW AVAILABLE AT JUST $85.00 


(ADD $10.00 FOR FOREIGN ORDERS). 


Mail orders to: 
“Posters” U&le BookShop 
866 Second Ave., 3rd floor 
New York, NY 10017 


Name Title 

Compan Address 

County (NY State residents only) City/State / Zip 

Country 

Phone Home L] Business L] 


Cost _ Cost 
Poster Title Canada/ USA Elsewhere ew! 


CENTAUR 


PAYMENT (no cash or COD orders) 
O My check/money order for U.S. $ is enclosed. mena 
CL] Please charge my (MasterCard [1] VISA s 


Applicable NY Sales Tax 


ORDER TOTAL 


Expiration Date 
All orders shipped postpaid. New York State residents add state / local tax. 


Name (print) Allow 4-6 weeks for delivery. 
(as it appears on card We cannot deliver to P.O. Box without a street address. 
Date Payment in full must accompany order. 


2 Bookshop returns valid within 10 days of receipt. Please return via 
Signature Registered Mail. Exchange for BookShop credit only. 


(required for credit card orders) 


Make A Vivid Imagination More Colorful. 


If you can imagine it, LinoColor can 
produce it. 


Imagine working from the Desktop to scan in 
four-color images and integrate them into 
text. Now, imagine being able to sharpen, 
crop, re-size, color-correct and even retouch 
the images. Picture outputting consistent, 
repeatable, high-fidelity color, in-house, in 
minutes. 


Think what it would mean to have this kind of 
control over your finished product, from con- 
ception through plate-ready films. Envision 
your company saving time and money, and 
even attracting additional business. 


You don’t have to just dream about it. With 
our new LinoColor* System, you can do it. You 


can achieve a level of productivity previously 
unimaginable—at a price that seems truly 
unbelievable. 


Our engineers, along with the best technical, 
service and support people in the industry, 
have created the complete system solution 
you need, including the software that makes 
every component work in harmony, 


lf your applications require color, but not the 
sophistication of LinoColor, the Linotype 
Series 1000 systems give you pleasing 
color at a very pleasing price. 


Find out how Linotype can make your vivid 
imagination more colorful. Our detailed prod- 
uct literature will help answer your technical 
questions and show you actual examples 

of color applications. To receive it, free, just 
return the coupon or call 1-800-633-1900. 

In Canada call 416-567-7111. 


Setting the standard. 


Circle 209 on Reader Service Card 


en Yes, please send me free detailed product 
information, including examples of color 

applications. I've checked the boxes that best 
describe my company and my requirements: 


QO) Color Separator O Printer O Typesetter 
C1 Ad Agency (1 Inplant 

number of separations we do per day 
number of separations we send out 
number of halftones we do per day 
C1! would like a personal consultation to dis- 
cuss my application needs. 


Name 


Title/Company 
Address 
City State Zip 
Telephone 


Mail to Linotype, 425 Oser Ave., Hauppauge, NY 11788 
Or call toll-free: 1-800-633-1900 U-9/90A, 


foro ococ ooo ee eee 


Linotype is a registered trademark of Linotype AG and/or 
its subsidiaries 


*LinoColor is a trademark of Linotype AG and/or its subsidiaries 


NEW ARRIVAL 


#1056 

Roger Black’s Desktop Design Power 
by Roger Black 

Foreword by William Herst 


‘Roger Black’s Desktop Design Power was cre- 
ated and written for both professionals 
and newcomers to desktop design who 
are learning to incorporate the personal 
computer in their daily work. 

Written in Mr, Black's usual authorita- 
tive, honest and very professional style, 
Design Power gives advice, tips, and tricks 
from one of the design community’s 
foremost desktop designers. This book 
features numerous desktop publishing 
techniques and includes actual DTP 
design case studies as worked on by Mr. 
Black. Sample of topics covered are: lay- 
out, typography, covers, color production, 
management, and DTP systems, 

Desktop Design Power offers theoretical 
and hard-learned practical ‘How To’ 
advice. Regardless of systems or programs 
used, Mr. Black’s advice and direction will 
help you better create and utilize the 
advantages of the personal computer as 
you incorporate this new publishing and 
production powertool in your daily opera- 
tions. The book is lavishly illustrated and 
includes eight pages in color. 

Roger Black has been an art director 
and designer for such top publications as 
Rolling Stone, Newsweek, New York Magazine, 
New West, The New York Times, and Smart 
magazines. 


320 pages. 8"X 9 1/4" Illustrated. Paperbound. 
#1056 

$24.95, U.S. and Canada. 

Elsewhere, $39.95. 


NEW ARRIVAL 


#1057 
Envisioning Information 
by Edward R. Tufte 


vod 1 


Envision! 


ng Information 


Edward Tufte’s newest book, Envisioning 
Information, is a stunning display of the 
classics of information design, combined 
with close analysis of design strategies 
that produce excellence in information 
displays. 

Richly illustrated, it provides practical 
advice about how to explain complex 
material by visual means, and uses extraor- 
dinary examples to illustrate the funda- 
mental principles of information display 
including a wonderful pop-up. 

Envisioning Information shows maps, 
charts, scientific visualizations, diagrams, 
statistical graphics and tables, guide-books, 
courtroom exhibits, computer screens, 
timetables and many other complex dis- 
plays of information. 

Revealed here are design strategies for 
enhancing the dimensionality and density 
of portrayals of information-techniques 


NEW ARRIVAL 


#1058 

The Visual Display of Quantitative 
Information 

by Edward R. Tufte 


Widely regarded as a classic, The Visual 
Display of Quantitative Information explores 
this complex issue with a sophisticated 
simplicity that makes it not just extremely 
informative, but enjoyable. 

The communication of complex infor- 
mation is frequently a difficult issue for 
both designers and their audiences. How 
to approach, use and transmit information 
has been dissected and reconstructed by 
Mr. Tufte in a way that resolves almost any 
further need of discussion. 

He covers many, if not all of the areas 
which challenge our communication 
skills—theory and practice in the design of 
statistical graphics, charts, maps and tables; 
scientific, mass media, business and medi- 
cal graphics; detection and avoidance of 
graphical deception; data graphics in the 
world’s newspapers; textbook graphics. 

Authoritative design solutions are 


as 
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exemplified in maps, the manuscripts of 
Galileo, timetables, notations describing 
dance movements, aerial photographs, the 
Vietnam Veterans Memorial, electrocar- 
diograms, drawings of Calder and Klee, 
computer visualizations and a textbook of 
Euclid’s geometry. 

The principles of information design 
are universal, not tied to unique features 
of a particular language or culture. 
Consequently, his examples are widely dis- 
tributed in space and time: illustrations 
come from 17 countries and seven cen- 
turies and, for that matter, three planets 
and one star. 

Six-color printing is used throughout 
and, for the chapter on color and infor- 
mation, 12-color printing. Photography, 
color reproduction techniques, typogra- 
phy, paper, printing and binding are all of 
the highest quality. 

A fascinating, fantastic book that is a 
must-have for any person involved in 
graphic communications. 


126 pages. 8 7/8" X 10 3/4" 400+ illustrations, 
100+ full color. Hardcover. 

#1057 

$48.00, U.S. and Canada. 

Elsewhere, $58.00. 


Special discounts to user groups, instructors and students. 
If you would like to register for this new program, please contact the 
U& Ic BookShop for further information. 


U&Ic BookShop 
866 Second Avenue 
3rd Floor 

New York, NY 10017 


For faster service, call 
800 634-9325 

M-F, 9-5 EST (USA Only). 
New York City 
212 371-0699 


area, call 


explored including design variation vs. 
data variation, causes of good and bad 
design; the bureaucratic setting of graphi- 
cal production. Mr. Tufte discusses esthet- 
ics and techniques in data graphical 
design: the use of colors, proportions and 
scaling, treatment of grids, as well as the 
comparative effectiveness of sentences, 
tables, and graphics for communicating 
quantitative information. 

75 examples of the finest graphical work 
from 1700 to 1982 are provided, including 
many of the most sophisticated and beau- 
tiful statistical graphics ever drawn: time- 
series, thematic maps, relational graphics, 
multivariate designs, high-density displays. 


197 pages. 8 3/4" X 11" Illustrated. Hardcover. 
#1058 

$36.00, U.S. and Canada. 

Elsewhere, $46.00. 


Se em Te is SE 
#1054 

Real World PageMaker 4 

Industrial Strength Techniques 
(Macintosh Edition) 

by Olav Kuern & Steven Roth 


Real World PageMaker 4 is the first authori- 
tative, solutions-oriented guide for daily 
use. It delves into PageMaker 4’s real, and 
until now, sometimes unknown abilities. 
With this book, you will take control of 
PageMaker 4’s powerful new tools includ- 
ing the link feature, the Story Editor, 
Inline Graphics and Book Command. 
This is not a book that will sit on your 
shelf, but will be kept next to your com- 
puter and constantly used. 


416 pages. 8"X 9 '/4" Mustrated, Paperbound. 
#1054 

$24.95, U.S. and Canada. 

Elsewhere, $39.95. 


SS 
#1052 

Encyclopedia Macintosh 

by Craig Danuloff and Deke McClelland 


ENCYCLOPEDIA 


MACINTOSH 


¥ 


The most thorough Mac reference we’ve 
seen. Whether you’re new to the Mac or a 


“power user,” the Encyclopedia Macintosh 


provides clear, concise, easy-to-understand 
explanations, reviews and tips on topics 
from the Apple menu to INIT’s to zoom 
boxes. An “everything you wanted to 

know but didn’t even know what to ask” 
for the Mac. 


782 pages. 71/2"X 9" Illustrated. Paperbound. 
#1052 

$26.95, U.S. and Canada. 

Elsewhere, $37.00. 
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#1053 
The Mac Is Not a Typewriter 
by Robin Williams 


f The Mac 
is not a typewriter 


Ms. Williams shows how to make copy 
look typeset, not typewritten, and explains 
typographic standards and terms such as 
widows, orphans, kerning, leading, font 
and style choices (as well as the logic 
behind them). Also reviewed are many 
troublesome punctuation problems. An 
essential guide to getting the most from 
your Mac. 


72 pages. Illustrated. Paperbound. 
#1053 

$9.95, U.S. and Canada, 
Elsewhere, $16.00. 


eC es 
#1045 

The Ventura Publisher Typographic Communications Today 
Solutions Book by Edward Gottshall 

by Michael Utvich ae 


#1024 


ae 


This book is written and designed for 

the professional who needs instant, step- 
by-step, concise information without the 
time-consuming searches required by tra- 
ditional books. The subject matter is 
current with Ventura Publisher 2.0 (and 
Professional Extension) page composition 
software for IBM PCs, PS/2 and compati- 
bles. This is the only Recipes-Style Solu- 
tions sourcebook for professionals 
currently available. If you use Ventura 
Publisher this is a mandatory book to own. 


Here is a critical review of the past hun- 
dred years of typographic design all over 
the world. Over 900 large size illustra- 
tions, more than 500 in full-color, it 
shows, as well as tells, about design trends 
and their significance. Full alphabets of 
more than 200 20th century typefaces are 
shown, and a major section is devoted to 
the effects of today’s computer and laser 
technologies on what designers do and 
how they work. 


256 pages. 10 7/4" X 14 1/4" 900+ illustrations, 


464 pages. 8"X 9'/1" Illustrated. Softcover: 500+ in full-color, Hardcover. 


#1045 #1024 
$24.95, U.S. and Canada. $55.00, U.S. and Canada. 
Elsewhere, $39.95. Elsewhere, $67.00. 


a 


#1039 #1004 

Graphic Design for the Florilege 
Electronic Age by Alain Mazeran 
by Jan V. White 


Florilege presents 86 calligraphic treat- 
ments in nearly every medium one can 
imagine, interspersed with striking floral 
photography by Michel Viard. An unusual 
hardcover is a display in itself. Even the 
endpapers are a joy. 


Whether you are a non-designer working 
with desktop publishing or a professional 
designer using the best imagesetter, you 
will find valuable, clear advice concern- 
ing all aspects of typography and page 
makeup. It is practical and problem- 
oriented. Its appendices are loaded with 
paper sizes, envelopes, binding, a glossary, 
and much more. This comprehensive 
manual will help you design any printed 
material—small or large in-house docu- 
ment, a newsletter, a magazine, or a 
book—more effectively. 


10/3" X 11 3/4" Ilustrations, Hardcover. 
#1004 

$80.00, U.S. and Canada. 

Elsewhere, $84.00. 


Limited Copies Available 


212 pages. 8 /2"X 11" Illustrated. Paperbound. 
#1039 

$24.95, U.S. and Canada. 

Elsewhere, #39.95. 


ASE PRINT CLEARLY 


SPRSGE SY SOE otc ee ae: ee 


SS 2 ES, 


#1049 
Symbols, Signs and Letters 
by Martin Andersch 


wh 
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With a reverence for the alphabet and its 
role in civilization, Professor Andersch is 
determined to arouse the sensibilities to 
one of the quintessential elements of com- 
munications—writing. Very brief text 
reviews the state of handwriting today as 
the author takes you, the student, through 
the various levels of techniques, use of 
inks and materials, to learn and master the 
fine craft and understand the subtleties of 
the art of handwritten communications. 
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SS ET 
#1055 

ABC’s of Type 

by Allan Haley 


‘Attributes, Background, Considerations 
for Use.” Thus the ABC’s of Type. “The 
more you know about typefaces, the bet- 
ter you are able to use them.” Using type- 
faces to communicate graphic messages is 
what typography is all about. When is a 
given typeface appropriate, how did it and 
other typefaces evolve, and how to best 
use a particular typeface, including tips 
on mixing typestyles and overcoming a 
type design’s inherent drawbacks are 
among the issues addressed. 


256 pages. 8'/4" X 12 1/2". Mlustrated. Hardcover. 


#1049 
$75.00, U.S. and Canada. 
Elsewhere, $90.00. 


Recommended for instructors 


#1041 


An Essay on Typography 
by Eric Gill 


This fine reprint is Gill’s personal mani- 
festo. His visions, reactions and social 
commentary on his own life and times 
will stimulate you into lively mental 
conversations with him. A worthwhile 
addition to your office shelf as well as 


your personal library. 


133 pages. 41/2" X 6 7/4". Black and white illustrations. 


Hardcover. 

#1041 

$15.95, U.S. and Canada. 
Elsewhere, $24.95. 


NAME TITLE 
COMPANY ADDRESS 

cy STATE ZIP 
COUNTRY PHONE 

QO) Home CJ Business Q)iam () 1 AM NOT A U&ic SUBSCRIBER 


COST 
USA/CANADA 


QUANTITY BOOK# TITLE 


COST OUTSIDE 
USA/CANADA 


FOR FASTER SERVICE, call 800 634-9325 
M-F, 9-5 EST (USA Only). 
New York City area, call 212 371-0699 


Sub-Total 


Shipping Charges 


128 pages. 8 '/2"X 11" 60 illustrations. Hardcover. 
#1055 

$27.50, U.S. and Canada. 

Elsewhere, $40.00. 
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#1051 

Brodovitch 

by Andy Grundberg 


This beautiful book gives today’s design- 
ers, or users of design, much to admire 
and think about. Brodovitch’s work was 
provocative, stimulating, exciting; these 
pages are bound to open your mind and 
spirit to new sensations and new solutions. 
He was a master of capturing the reader’s 
eye and impressing the mind and heart. 
Brodovitch will be devoured by everyone 
concerned with making visual communi- 
cations most successful. 


166 pages. 9'/4" X 12 '/4" Hardcover. 
#1051 

$39.95, U.S. and Canada. 
Elsewhere, $55.00. 


USic BookShop 
866 Second Avenue 
3rd Floor 

New York, NY 10017 


For questions or problems regarding shipments, please contact 

U&Ic BookShop Manager. 

All orders shipped postpaid. New York State residents add state/local tax. 
Allow 4-6 weeks for delivery. Individual books may arrive separately. We can- 
not deliver to P.O. Box without a street address. 

Payment in full must accompany order. 

BookShop returns valid within 10 days of receipt. Please return via 
Registered Mail. Exchange for BookShop credit only. 


Payment (no cash or COD orders): 


Q My check/money order for U.S. $. is enclosed 
) Please charge my Q MasterCard QO VISA 

| aaa | Sern 

MW MasterCard ff VISA | 

| Cd 


Include all numbers - card companies require it. 


Expiration Date 


Name (print) 


AS IT APPEARS ON CARD 
Date 


Signature 
REQUIRED FOR CREDIT CARD ORDERS 
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SPECIAL OFFERINGS 


ee er 


#1050 
Successful Catalogs 
by Steve Warsaw 


Successful Catalogs is a profusely illustrated, 
full-color book. The text and illustrations 
state the sales problems and explain the 
how and why behind the solutions. 222 
pages. Hardcover. 


UG'le’s Special Offering 
$35.00, U.S. and Canada. 
$45.00, Elsewhere. 

(List price: $49.95) 


a IS 


#1014 
The Best of Fine Print Magazine on 


Type and Typography 


A book for type lovers to love and trea- 
sure, this is a rare compilation of opinion 
and critical comment that is rewarding to 
the eye and the touch as well as the mind 
and spirit. 160 pages. Hardcover. 


US'Ic’s Special Offering 
$25.00, U.S. and Canada. 
$35.00, Elsewhere. 

(List Price: $40.00) 


a 


#1033 

Nine Pioneers in American 
Graphic Design 

by R. Roger Remington and 
Barbaru_J. Hodik 


Nine Pioneers focuses sharply on a few key 
designers whose work and teaching have 
had a major impact on the direction of 
graphic design in America. 179 pages. 
300+ illustrations. Hardcover. 


US&ile’s Special Offering 
$35.00, U.S. and Canada. 
$45.00, Elsewhere. 

(List price: $55.00) 


#1001 
The Liberated Page 
Herbert Spencer, Editor 


An anthology of major typographic exper- 
iments of this century as recorded in 
Typographica magazine, following the pro- 
gression of avant garde leaders in the use 
of typography. 231 pages. Hardcover. 


USIc's Special Offering 
$29.95, U.S. and Canada. 
$37.00, Elsewhere. 

(List price: $39.95) 
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#1038 
Direct Marketing Design 2 
Richard N. Harbert, Editor 


#1021 

Soviet Commercial Design of the 
Twenties 

M. Ankst, Editor and Designer 


Bold handling of color and type is exam- 
ined in 300+ (200+ in full-color) illustra- 
tions of long forgotten as well as classic 
pieces by Mayakovsky, Rodchenko, 
Lissitsky, Gan and Stepanova. Hardcover. 


US'le’s Special Offering 
$27.00, U.S. and Canada. 
$39.00, Elsewhere. 

(List Price: $37.50) 


So SD 


#1036 

Visual Thinking: Methods for Making 
Images Memorable 

by Henry Wolf 


A full-color, illustrated analytical review 
of the year’s best direct mail pieces and 
campaigns. Material is based on the John 
Caples Award competition run by the 
Direct Marketing Creative Guild. 248 
pages. Hardcover. 


USIc's Special Offering 
$29.95, U.S. and Canada. 
$39.00, Elsewhere. 

(List price: $55.00) 
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#1027 
British Design and Art Direction 1988 
Edward Booth-Clibborn, Editor 


This annual offers a fresh, bright, exciting 
and effective way of designing ads, pack- 
ages, books, and a wide variety of collat- 
eral material for print and TV. It displays 
material never seen before. 576 pages. 
800+ illustrations. Hardcover. 


USle’s Special Offering 
$27.00, U.S. and Canada. 
$40.00, Elsewhere. 

(List price: $69.00) 


Henry Wolf is one of today’s foremost 
photographers and art directors. In this 
book, he reveals the variety of creative 
methods he employs to produce his out- 
standing visual images. 184 pages. 
Illustrated. Hardcover. 


US'le's Special Offering 
$30.00, U.S. and Canada. 
$39.95, Elsewhere, 

(List price: $45.00) 


Sor + 


#1022 
American Illustration 7 
Edward Booth-Clibborn., Editor 


The best in U.S. and Canadian contem- 
porary illustration art for magazines, 
newspapers, books, advertisements, 
posters, packaging and films. 256 pages. 
991 illustrations. Hardcover. 


UGS'Ic’s Special Offering 
$35.95, U.S. and Canada. 
$45.00, Elsewhere. 

(List price: $55.00) 


#1016 
Menu Design 3 
by Judith Radice 


Slanted to typographic gourmets, this 
book is a comprehensive and visually stim- 
ulating collection of delectable menu 
designs. 256 richly illustrated, full-color 
pages. Hardcover. 

U&le’s Special Offering 

$24.95, U.S. and Canada. 


$34.00, Elsewhere. 
(List price: $49.95) 


=e ee ee 


#1035 
American Typography Today 
by Rob Carter 


an 


Unlike the typical design annual or his- 
tory of design, this is a unique three-way 
look at the current graphic design in 
America and an analysis of how it got that 
way. 160 pages. Hardcover. 


US 'e's Special Offering 
$25.00, U.S. and Canada. 
$35.00, Elsewhere. 

(List price: $45.00) 


SS SS EE 


#1019 
European Illustration, 1987-1988 
Foreword by Edward Booth-Clibborn 


A full color record of the best European 
editorial, book, poster and advertising 
design, animation and unpublished illus- 
tration. 239 pages. Illustrations. 
Hardcover. 


US's Special Offering 
$24.95, U.S. and Canada. 
$35.00, Elsewhere. 

(List price: $55.00) 


Buy both American Illustration 7 and European Illustration, 1987-1988 and save! $55.00 for both books! 
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Fonts, 


fees § thegoodnews: 


® 
So many faces from different 

suppliers have different names, 
but look alike. 


Dette s . cc + [fone face is identical to another one, 
but runs under a different name, 

we will only stock the Name-Brand 
version, which makes our library more 


Ay) accessible, but just as complete. 
Once you wanta typeface, 


they tell you to wait until they’ve 
ordereditthemselves. ...................... —_—_—_—_—————oo oo +-+++- Allour fonts are available from stock. 
We deliver over night if you wish. 


(Albertan from Giampa Textware) 


(Prospera from Alphabets) 


O 

To find what you want, you need 
to go through a dozen different 
booklets, brochures and flyers; 
not to mention the “dead end” 
telephone calls to the wrong 


manufacturers... ee... eseeeeeeeeeeeee ess li ....... Our catalog shows all our more than 1500 
fonts in alpabetical order, regardless of =. 

© source, price or historical classification 

Those who sell fonts real cheap 

cannot answer any questions; (Modula from Emigre) 

those who might offer some advice 

chargeapremium. ..... ee ee. ae We don tmention the same 
face twice under a separate 
name to impress by numbers 
(see above), and we don’t 

NL) stock badly produced fonts. 

Foreign words often need those We don’t carry bulk, but over 

strange accents. Ona lot 1500 individual quality fonts. 

of the fonts offered, however, (Triplex from Emigre) 

thesedon’texist. ...............ce ee ..... All our fonts 


have complete 
character sets for 


most Ku ropean 


languages. 

And we sell non- Call and 
find out 

roman faces, too. how to get 
your copy 

(Belucian from The Font Bureau) of the 
FontShop 
catalog. 


Good news from 


FontShop USA 

15 Perry Avenue, Suite A8 
Norwalk, CT 06850 
phone 800.942.9110 

fax 203.849.8527 


FontShop Germany 
nelubhannauiaheie: ooShop 
1000 Berlin 61 

Telefon 030-69 00 62 62 
Fax 030-21196 46 


FontShop FontShop 

FontShop Canada was set up by typographic experts, not salesmen. stocks a growing resource of more than 1500 fonts, from 
401 Wellington Street West Erik Spiekermann in Germany, Neville Brody in the UK, leading manufacturers like Adobe, Agfa Compugraphic, 
Toronto, Ontario M5V 1E8 Roger Black and Mark Solsburg in the US and Ed Cleary Bitstream and Monotype to independent designers 
phone 416.348.9837 in Canada are people with strong typographic back- and suppliers like Emigre, FontBureau, ATF Kingsley, 
fax 416.593.4318 grounds in their own work, so they know a good Giampa Textware, and many more throughout North 
typeface when they see one. They select our fonts America and Europe. All fonts are for the Macintosh and 
FontWorks UK according to strict quality criteria, not personal taste. many are for PC. 

65-69 East Road 

London Ni 6AH 

phone 071.490.5390 

fax 071.490.5391 


Circle 223 on Reader Service Card 
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RETURN ADDRESS 


INTERNATIONAL TYPEFACE CORPORATION 
2 Hammarskjold Plaza 
New York, NY 10017 


SECOND CLASS POSTAGE PAID 


R JEWELRY 


Few 


OR JEWELRY 


oo 


The headline. So few words, but such impor- 
tant words. 

The envelopes spread before you represent the 
out-of-town headline business we do on a typical 
evening at Phil's Photo. They're headed out to far- 
away places: CBS Records in Nashville; Ogilvy & 
Mather in Honolulu; the Boston Globe ‘at 
Sunday Magazine; Jake Prisser’s Friendly IK nt 
Graphics in Flat Rock. % ( 

Even in cities that have a photolet- 
tering shop on every other corner, art 
directors have discovered that if 
they want extraordinary headlines 
at unassuming prices they'll have to 
send all the way to Washington, D.C. 
to get them. 

They send, first, because we 
space the way they like it. They've 
found that typography is more than 
a business to us. We actually enjoy the 
painstaking work of hand assembling 


) 


YY K 


y NS 

ate 

Ww “SAS " 
WES Cy 


Sf 


SS , 


| Sam Luis” 
Obispo 


aeeos: * 
Angeles 


| nlande 


(\, 
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( 


it 


2380 Champlain Street NW, Washington, DC 20009 


oe 
Rock. 


every word—of pondering every adjacent vertical, 
of questioning every kern. 

Out-of-towners send because they've come to 
rely on our fail-safe turnaround. They fax or phone 
us by 5:00 pm EST and confidently await their Phil's 
order by Federal Express the very next morning. 

Our distant admirers send because they 
like our prices. $5.25 a word is far less than 
that demanded by the few big city type 
houses we feel are in our quality league. 

Want to test the validity of our claims? 
Start by punching 800-424-2977. At 
the least, you'll get back Phil's big 
introductory package, which includes 
a one-line book and a huge type 
chart for your wall. 
Atthe most, it could be the start 
of a fruitful far-flung relationship. 


~< More reasons: 
5234 faces. Our yp 

own books, J 

all with full 

showings. 


Circle 211 on Reader Service Card 


One letter to the anagram 
is in each correct 
answer. Count 

characters, (but not spaces or 
punctuation), and start at the 


beginning. Example: Ist answer, 


Ist letter; 5th answer, 5th letter. 


What 19th century poet wrote 
“That sweet city with her dream- 

ing spires” of Oxford? 

a. Alfred, Lord Tennyson 

b. Algernon Charles Swinburne 

c. Matthew Arnold 

d. Barbara Cartland 

By what name is the Thames 

known in Oxford? 

a. Nefertiti 

b. Isis 

c. Osiris 

d, Cuyahoga 

What college at Oxford has the 

oldest quadrangle? 


a. Merton College 
b. Balliol College 


c. Benguiat College d. Bird and Baby (of ; . 
d. University College What Renaissance man was BY 

What was the first typeface responsible for many buildings = 
licensed by ITC? in Oxford? 

a. ITC First Face™ a. Christopher Wren 

b. ITC New Baskerville’ b. Donald Trump ts 

c. ITC Oxford Obtuse™ c. Francis Bacon \ ’ 
d. 1TC Avant Garde Gothic’ d. I.M. Pei 
Punting is a favorite pastime in What is the Bridge of Sighs? Ma 
Oxford. What is it? a. A British daytime serial Bai 


a. Bowling 

b. Boating 

c. Squirrel hunting 
d. Pub crawling 


Where can you find poetic 
manuscripts and memorabilia 
of Percy Bysshe Shelley? 

a. Sheldonian Theatre 

b. Oxpens Ice Rink 

c. Bodleian Library 

d. Ashmolean Museum 


What firm holds the Royal 
Warrant to supply Her Majesty 
Queen Elizabeth II marmalade? 
a. Sainsbury 

b. Smuckers 

c. Frank Cooper 

d. Robertson 


What is the Radcliffe Camera? 


a. A circular library 

b. A photographic device 

c. A movie theater 

d. A famous American coed 
For which Queen was Queen’s 
College, Oxford, named? 

a. Queen Elizabeth I 

b. Queen Caroline 

c. Oscar Wilde 

d. Margaret of Anjou 


What was the proper name of the 
pub frequently frequented by 

J. R.R. Tolkien and C.S. Lewis? 
a. Hobbit and Screwtape 

b. Fowl and Fetus 

c. Eagle and Child 


b. A divorce contract 
c. A Venetian-style bridge 
d. A Victorian novella 


You’ve now answered 

all the questions. Next, 
rearrange the letters to 
complete the anagram. 


NSWERS 


oe 
eg de, 


Fillin the ovals that 
correspond to your 


answers. Put the cor- 


What bell rings 101] times every 
evening in Oxford? 


Prizes will be awarded to the first ten names drawn from among the correct responses 
to our Questions, Answers and an Oxonian Anagram Contest. Complete the entry card on rect letter in the blank 


to the right. Then 


a, Long John Silver the right side of this page. Fill in a square for each correct answer. Answer the anagram. 
Entry cards may be dropped in the ITC Box at Town Hall or mailed to our New York 
address on the card. The drawing will be held October 15, 1990. The winners’ names will 
be published in the next issue of US/c. 


rearrange the letters to 


b. Liberty Bell 
| c. Mad Maggie 
d. Great Tom 


complete the anagram. 


by Andy B lackford 


Andy Blackford was at 
St. Catherine’s College 
between 1968 and 1971, 
He is now creative director 
of an advertising agency, 


FCB Impact, in London. 


he ‘Tattooed Lady dropped me at the ringroad, as though it 
described a magic pentacle around the city. “I’m sorry, I 
cannot take you further.” 

Lightheaded and sleepless, I stepped out through Headington 
as the sun rose. When I reached the brow of the hill where 


the way sweeps down to the river and the bridge of Magdalen, | 


I first beheld Oxford. 
The city’s intricate maze of high-walled lanes and secret 
courts was obscured beneath a thick, white felt of water 


mist. Only a golden crop of spires and turrets soared up, | 


exulting in the still transparency of the high summer 
morning. 

I hurried on to hurl myself beneath the billows of the fog and didn’t emerge 
for three years. 

Cambridge is wide and cold, planed flat by Russian winds that have brooked 
no obstacle since the Urals. 

Oxford slumbers in an enchanted dell. The air is slow and syrupy and laced 
with opiates. Like the laudanum of the Oxford esthetes, it 
spreads a languid sensuality. Only in Oxford was the stiff 
old maiden of the Anglican Church ever seduced by the 
heady incense of Rome. 

Oxford eludes ordinary, chronological memory. I emerged as if from a 
dream, witha basket of images and occurrences. Some, I’m 
sure were real. 

The Morning of the Tattooed Lady. (I hitched everywhere. Computer 


analysts drove me to Cambridge, engineers to Manchester. _ 


Only to Oxford was I borne in a black De Thomaso bya 
decorated beauty.) 

It was too early for anything sensible, so I ambled along Addison’s Walk as 
loose veils of vapour dissolved on Magdalen Meadow. 

I found a stone bench, overgrown and lichen-crusted. It served no obvious 
purpose, until I sat upon it. Then I saw that I faced a 
wrought iron gate, choked with bracken and convolvulus 
and long since rusted shut. 

A mile away across the meadow, framed exactly in its arch, stood Magdalen 
‘Tower. Andas I watched, the sun rose from its parapets ina 
blaze of blood and gold. 

The seat, the arch, the tower, the sun: a line traced bya Druidical intelligence, 
in a place where men had time to sit and look and think. 

Clubfoot Roger was not such a man. He was a Mad Genius who lived in 
perpetual darkness in a house on the Cowley Road. He 


daubed the windows with potblack to improve his concen- | 


tration. 
To celebrate his elevation to a philosophy fellowship of All Souls, he invited 


the college luminaries to dinner and fed them eyes in cold, | 


reconstituted blood. 

My last abiding image of Oxford, though, is ofa crystal cold night during the 
power cuts, when the city looked as it must have done in the 
Middle Ages. 

Candles spluttered in garret windows and gargoyles snarled beneath the 
eaves, brought alive by moonlight. 

Beneath a gas lamp, on the pavement by St. Peter's, four young men sat in 
armchairs. ‘They shivered in their scholars’ gowns as they 
read aloud from Chaucer in thin, brave voices. 


